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1. INTRODUCTION 
Sherlock Holmes is the most famous detective in fiction, and one of the most famous literary 
characters in general. Arthur Conan Doyle’s collection of four novels and 56 short stories is 
known all over the world and has served as an inspiration to numerous writers of detective 
fiction who came after. Conan Doyle’s reach has stretched even so far as to inspire Tarō Hirai, 
who attempted to translate Conan Doyle’s work into Japanese during his time as a university 
student, but later took the stories as inspiration for his own work under his pseudonym 
Edogawa Rampo in the early 20th century, publishing his first original story, “The Two-Sen 
Copper Coin,” in 1923.  
Due to their fame, Sherlock Holmes’ stories and characters have been adapted frequently in 
the popular media, ranging from radio and stage plays to on-screen adaptations, such as 
movies and TV series. The goal of such adaptations is to revive the character and bring him 
closer to the younger audiences, most commonly with a new twist to keep the adaptation 
relevant and interesting. For example, the most recent Sherlock Holmes adaptation is the 
BBC’s series Sherlock (2010–), which introduces a modern setting rather than a Victorian 
one. The modern setting allows for the use of modern technology, such as smart phones.  
Another digital media that developed recently are video games. While video games share 
certain aspects of their presentation with movies or TV series, such as visuals, voice acting 
and background music, they also greatly differ from them, as they include an important 
interactive aspect to the story, where the players are the ones making decisions and helping 
direct the events of the story. The characters and material of Sherlock Holmes stories have 
been subject to this type of adaptation as well. The game series even goes so far as to adapt 
short stories from source material directly. 
The first part of the thesis, which is more theoretical, takes a top-down (general-to-specific) 
approach. Narrative is an important part of adaptation, which is why the theoretical part is to 
focus on the definition of narrative. Narrative in an interactive sense is covered as well, to 
discuss whether video games as a medium are capable of carrying over the narrative aspect. 
The typical narrative progression from point A to point B is fundamental in detective stories, 
as step-by step deduction leads the consulting detective to the goal, which is to catch the 
culprit. The main goal of video game designers is to be able to convey the progression of 
narrative by involving the player in the deductive process while also allowing them to 
progress at their preferred pace. While some players may want to rush through the storyline, 
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other players like to take the time to explore the areas in full, which allows them to discover 
the less important but nonetheless engaging elements of the game. The progression from 
point A to point B is kept in most video games, though some titles may focus their narrative 
around multiple universes theory or the butterfly effect (branching storylines, which depend 
on the player’s choice and often result in multiple different endings). Some games include the 
idea as a part of the narrative in the story. The Zero Escape series especially is a title which 
does not only rely on A–B narrative progression, but allows characters to retain the 
information they have learned in an alternate timeline created by the player’s choice. The 
progression of the narrative depends on the player to skip between different timelines 
(alternate universes) to use that information. The series considers narrative within the game 
as well as narrative on a meta level. The narrative progresses differently based on what the 
player has learned so far, with their newfound information. Lastly, the theory of adapting 
both narrative and a character will be discussed. I will lean on the works of Ryan, because not 
only has she written many theoretical works on narrative, she is also one of the best-known 
critics to write about narrative in digital media. 
In the second part, the thesis covers two of the newest titles in the computer games series: 
The Adventures of Sherlock Holmes, titled Sherlock Holmes: Crimes and Punishments and 
Sherlock Holmes: The Devil’s Daughter. The focus is on discussing the environment 
presented in the two games, the representation of the characters’ personality, their role in 
relation to their book counterparts, and especially adaptation of Holmes’ deductive process 
through interactive aspect. The thesis relies mostly on a comparative approach, focusing 
especially on the presentation of the elements as described in Conan Doyle’s work and 
discussing how Holmes’ abilities especially are transferred into a different type of media, 
which is interactive in nature. 
As Sherlock Holmes’ deductive abilities are far from those of an ordinary man, it is often 
difficult for an average person to follow his train of thought. Dr Watson regularly joins 
Holmes on his adventures and later documents them in order to present Holmes’ 
extraordinary abilities to the public, albeit in a slightly romanticized way. At the same time, 
his character in the stories serves as a stand-in for the reader, asking questions and prompting 
Holmes to reveal the deductive process of the case step by step, making it easy for an average 
reader to understand. Reading a story is a relatively passive experience. In the case of a 
computer game adaptation, this same passive experience needs to be transferred into an 
experience involving the player, as the player takes an active role in controlling the character 
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of the consulting detective. To do this effectively, the game design needs to use particular 
game mechanics and couple them with both visual and audio presentation to simplify it for an 
average player, allowing them to go through the same deductive process on their own and 
making it easier for them to immerse themselves in the character of Sherlock Holmes, while 
retaining his iconic characteristics as presented in the book. At the same time, the thesis 
discusses whether Sherlock Holmes’ character is faithfully adapted in accordance with 
Watson’s descriptions, or whether it has been changed to appeal to the general public. 
Additionally, Sherlock’s character is considered across the two titles to see whether the 
character remains consistent throughout the series or not.  
Furthermore, the thesis considers the game series from the point of view of a direct 
adaptation. Special attention is given to the cases which are direct adaptations of Sherlock 
Holmes stories, discussing the progression of the crime and deductive process in the short 
stories and comparing it to the deductive process in its interactive form. The two stories that 
are to be compared with their interactive adaptation counterpart are “Black Peter” (titled “The 
Fate of Black Peter” in the video game) and “A Case of Identity.” Accuracy to the story is 
considered, as well as its visual representation. My main observations have to do with the 
game’s implementation of the clues from the original storyline and comparison of Sherlock’s 
deductive process to see if the game followed the same logical reasoning as the stories. Any 
changes to the story elements or events will be discussed in order to see whether these 
changes were made intentionally due to the demands and strengths of the new medium. 
The goal of the thesis is to consider how well the interactive format adapts to the source 
material, which was originally meant to be experienced passively rather than allowing the 
reader to participate in and affect the storyline. It will discuss where the adaptation in the 
interactive format succeeds and where it fails, considering the possible traps and obstacles 
game designers may face during the process. Especially when adapting the existing character 
– in this case the character of Sherlock Holmes – interactive elements of the gameplay should 
serve to support and convey the characteristics and used purposefully. Sherlock Holmes: The 
Devil’s Daughter does not use the elements to their best advantage for the adaptation of the 
character. The elements used are not supported by Holmes’ philosophy of reason above all 
else, and occasionally even contradict this philosophy with the lack of basis in evidence. 
Instead, Sherlock’s character shifts from embodiment of deductive reasoning to an average 
action hero. This new approach taken in the later game resulted in a mixed reception of the 
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public and an entry in the series which does not seem like it belongs in the Sherlock Holmes 
universe. 
2. NARRATIVE, INTERACTIVE NARRATIVE AND 
ADAPTATION FROM ONE TO THE OTHER 
 
2.1. NARRATIVE IN DIFFERENT TYPES OF MEDIA 
Narratology as an academic discipline can be traced back to the 1966 publication of the 
French journal Communications, which contains articles written by Claude Bremond, Gérard 
Genette, A. J. Greimas, Tzvetan Todorov, and Roland Barthes. In his article, “L’Analyse 
structurale du récit” (Introduction to the Structural Analysis of Narrative), Roland Barthes 
discussed the definition of narrative, stating that narrative can be carried over by multiple 
types of media, including spoken or written language, still or moving images and even 
gestures. He believes that narrative is present in a large diversity of forms, not only in verbal 
forms, such as myths and legends, epics, histories, plays but also in less traditional visual 
forms, such as paintings, stained-glass art, conversations, cinema and comics. Narrative is 
always present, regardless of era, space or society, transcending culture and independent of 
its media and discipline (Barthes, 237). 
Over the next thirty years, the definition of narrative changed, and under the influence of 
Gérard Genette, focused almost exclusively on literary fiction. The view of transferring the 
narrative from one media to another also changed, as it was no longer believed that 
transferring a narrative from one medium to another is a cognitive consequence, but rather 
that a core meaning will be transferred to a different media, while narrative will be realized 
differently by the new medium (Ryan 2006, 4–6).The main plot points of the storyline, the 
main idea and the message of the narrative remain the same, but the progression of it differs 
depending on the media. Where books rely on picturesque descriptions of the events and 
progress the story verbally, the progression can be non-verbal in the movies, as many of the 
descriptions can be left out. The progression of narrative in video games can also add the 
possibility of branching narrative, which causes the narrative to play out differently 
depending on the players’ actions. 
In recent years, the term “narrative” has become diluted in meaning, and can refer to 
narratives of interface, cultural narrative, narrative of class, race or gender. This dilution of 
meaning can be countered by defining semantic features of narrative, including action, 
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temporal frame, causality and world-building. To reach a definition that can cover trans-
media narratology, the concept must be broadened to a definition that does not cover purely 
verbal texts, but at the same time should not be too broad, as that would result in any text 
being defined as a narrative (Ryan 2006, 6). The definition should encompass new and less 
traditional types of media, such as video games, web novels, cinema and comics in the 
definition, as they all involve the properties of narrative (action, temporal frame, causality 
and world-building), but at the same time the definition should not be so broad that short text 
messages (“I’m busy now, talk to you later.”) could be considered a narrative. 
H. Porter Abbot describes narrative as a combination of story and discourse, defining the 
components as follows: “story is an event or sequence of events (the action), and narrative 
discourse is those events as represented.” That would make narrative a textualized form of 
the story, while story is narrative in its virtual form (Abbot, 16). In other words, a narrative 
can be defined as a concrete realization of the story, while story is closer to a concept in one’s 
head. 
Since most of the research in narratology has been done on textualized narrative, most 
theories are confined to a single medium. Rather than separating narratives and non-
narratives, Fotis Jannidis suggests that narrative property should be considered scalar rather 
that a strictly binary feature. The definition of narrative should therefore be considered more 
or less prototypical, with “a narrator tells an audience of listeners something that happened” 
being the most prototypical form of narrative. For example, someone (the narrator) telling 
their friend (the listener) about their day at work or at school could be considered a 
prototypical narrative. Meanwhile, a story is emphasized as a meaningful structure, consisting 
of events and characters, combining them into a meaningful whole (Jannidis, 35–43). 
The following proposal splits the definition of narrativity into three semantic categories and 
one pragmatic category, setting definitions that help better establish a narrative in media other 
than textual: 
 Spatial dimension: The narrative must be about the world populated by individual 
characters (Ryan 2006, 8). In the case of Sherlock Holmes, a colourful cast of 
characters, including Sherlock Holmes, John Watson and their clients, are established 
within a Victorian setting. 
 Temporal dimension: This world must be set in a specified time and must undergo 
significant transformations. The transformations must be caused by non-habitual 
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physical events (ibid, 2006, 8). Each individual Sherlock Holmes story takes place in 
a set period of time, with many of them covering the time span from a few days up to 
a few months. The narrative is pushed forward by the action of the culprit and 
Sherlock Holmes’ process of deduction. 
 Mental dimension: Participants in the events must be intelligent agents with 
established psychology who emotionally react to the states of the world. Some of the 
events must be caused by purposeful actions of those agents, whose plans and goals 
can be identified (ibid, 2006, 8). Holmes is the most active participant in the novels 
and has a defined psychology. Since the stories are told from Watson’s point of view, 
Holmes’ character is described through Watson eyes. Such an example is Watson 
commenting on Holmes being flattered by praise. Sometimes his character is revealed 
to the reader through Holmes’ opinions regarding the deductive process. Occasionally 
there is a hint of Holmes’ softer side, especially in the stories which conclude with 
him releasing the criminal, which gives the reader a glimpse of a more complex 
psychology behind his character. 
 Formal and pragmatic dimension: The sequence of events must follow a logical 
unified chain and eventually reach closure. At least some of the events must be 
established as factual to the fictional world. The story must communicate something 
meaningful to the recipient (ibid, 2006, 8). The sequence of events is quite prominent 
in Sherlock Holmes stories, as the story follows a linear progression from the start of 
the case to its conclusion through Sherlock’s observation of details. The events of the 
story are factual and take place in the setting of the stories and logically follow one 
another, forming a comprehensive narrative from the beginning to the end. 
Not all the conditions must be met for a text to be considered spatial, as some scholars would 
consider conditions 1–3 to be satisfactory, while some would consider 4 and 5 to be 
obligatory. Not all narratives that cover all eight conditions implement all the dimensions 
equally either, as some prioritize spatial dimension, some spatial and some mental. The 
prioritizing of one dimension over others can be specific to the genre as well, as science 
fiction and fantasy often put more stress on spatial dimension and structure their narrative 
around the discovery of the world, while thrillers and adventure stories focus more on 
temporal dimension. The genres of tragedy, romances and detective stories focus on mental 
dimension especially, as they revolve around the motivations and emotions of the characters 
(Ryan 2006, 8–10). 
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If narratology is to expand into a theory not bound by its medium, narrative modes rather 
than the standard narrative scripts must be recognized. Marie-Laure Ryan suggests the 
following narrative modes that help categorize the types of narrative: 
 External mode/Internal mode: in external mode, the story is encoded in material signs; 
usually it is textualized. Internal mode, however, does not include such 
materialization – it can be carried out inside our minds. 
 Representational mode/Simulative mode: the two modes focus on the idea that a 
single action can have multiple different consequences. Representational mode is an 
image of a single possibility, while simulation generates many different courses of 
events through a combination of patterns that are either fixed or variable. Role-
playing games greatly depend on the simulative mode.  
 Diegetic/Mimetic mode: While diegetic mode is an act of telling a story verbally by a 
narrator and is typical of a novel, the mimetic narration focuses instead on the act of 
showing rather than telling, without a figure of a narrator. Mimetic mode is usually 
exemplified by theater, musicals, opera and film. 
 Autotelic/Utilitarian mode: In autotelic mode, the story is displayed for the sake of 
telling a story alone, while utilitarian mode makes use of the story to reach another 
goal, such as exemplification, motivation, or teaching material.  
 Autonomous/Illustrative mode: in autonomous mode, the text can convey a story to 
the receiver through the existence of the stand-alone text, while illustrative mode 
relies on the recipient’s previous knowledge of the material. Pictorial narratives are a 
typical example of illustrative mode. Significantly altered versions of existing plot, 
such as modern retellings, would be placed on the scale between the two poles.  
 Scripted/Emergent mode: Scripted mode relays a story through strictly predetermined 
text. Emergent mode, on the other hand, relies on improvisation of the narrator, actor 
or the recipient, which affects at least some aspects of the story. 
 Receptive/Participatory mode: In the receptive mode, the recipient does not actively 
participate in the formation of the narrative or its presentation. Participatory mode 
allows the recipient to actualize the narrative. Participatory mode is further split into 
discourse-level participation (the recipient determines the order of narrative 
presentation) and story-level participation (the recipient impersonates an active 
character and influences the evolution of the fictional world). 
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 Determinate/Indeterminate mode: Determinate mode specifies the number of event 
points which project a definite script. Indeterminate point specifies only one or two 
points, and it is up to the recipient to imagine the possibilities (curves) that connect 
the points. Indeterminate mode makes use of the pregnant moment (Lessing, 78–79), 
an event which allows the recipient to imagine what directly precedes and follows it. 
 Retrospective/Simultaneous mode/Prospective mode: In retrospective mode, the 
narrative follows events in the past. Simultaneous mode is typical of live TV and 
radio commentaries, and recounts events at the time of them happening. Prospective 
mode focuses on the future events.  
 Literal/Metaphorical mode: Literal narration fully satisfies the definition of narrative. 
Metaphorical mode, however, enables narratology to consider the more recent 
examples of “narrative” without the definition losing its core meaning. 
No mode listed above by Marie-Laure Ryan is fully independent of the media, but certain 
types of modes can be more often used in specific media. For example, participatory mode is 
not exclusive only to video games, and it exists in many other modes of media, such as web 
novels and the Choose Your Own Adventure genre. Feature films mostly rely on mimetic 
mode (showing the story rather than telling), but do not fully exclude the possibility of 
diegetic mode (the implementation of overarching narration). While digital environments 
make the most use of the participatory mode, participatory mode is not completely limited to 
digital environments and can appear in other media as well (Ryan 2006, 2–15). 
The same modes listed above can be applied to the case of video games as well, although the 
modes depend greatly on the genre of the game. In the case of sandbox games, such as 
“Minecraft,” the narrative mode is indeterminate with only a few story progression events 
added. Some of these events can even be omitted, as they are not necessary to reach the end 
of the game. The game continues, even after the player has defeated the final obstacle.  
Looking at the Sherlock Holmes series, we can see that the same narrative modes can be 
applied. The modes relevant to the game are external (actualized in the form of a video game) 
more representational than simulative (the storyline does not have distinct branching 
timelines and progresses in a linear fashion – the decision only impacts the conclusion, not 
the progression of the story itself), mimetic (relies on actions rather than written text and 
descriptions), autotelic (has no intention other than the players’ enjoyment of the narrative), 
autonomous (the game does not rely on the player’s previous knowledge of Sherlock Holmes 
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stories, but players who have read the novels are able to appreciate the references more) 
participatory mode on the discourse level (the game does not really change the narrative, but 
the order in which tasks are performed are not necessarily always the same for every player), 
determinate (the key points and events are predetermined) and simultaneous (the events are 
happening in real time within the game). 
2.2. NARRATIVE IN DIGITAL MEDIA: VIDEO GAMES 
Digital media is a term that encompasses various different genres. These genres also exhibit 
different properties. The following five properties are the most fundamental and affect 
narrativity either positively or negatively: 
 Digital media has a reactive and interactive nature. Reactivity refers to its ability to 
respond to the environment or user’s unintentional action, while interactivity refers to 
its response to a deliberate action made by the user (Ryan 2004, 338). The player 
controls the characters to make them perform actions within the game through 
keyboard and mouse or controller input. The actions are deliberate most of the time. A 
videogame is also reactive in nature, however, and will respond to a press of the 
incorrect button or panicked control input, which is often present in action games 
when the players respond to action elements. 
 Multiple sensory and semiotic channels – multimedia capabilities (Ryan 2004, 338). 
While books rely on verbal elements and visualization with one’s inner eye, many 
more sensory elements are implemented in digital media. The text can be 
accompanied by visual images or cinematic, while the narrative can also be 
accompanied by an auditory element (the addition of music). Those elements are 
present in both movies and video games. Video games additionally also implement 
player input. 
 Networking capabilities, an ability to connect players across large distances and 
putting them in the same virtual environment, which opens the possibility of 
multiplayer systems with real-time and delayed communication (Ryan 2004, 338). A 
great example of this practice are MMORPGs (massive multiplayer online role-
playing games), which allow large numbers of players to appear in the same virtual 
space while communicating with the use of microphones or online chats.  
 Volatile signs, referring to the possibility of digital texts being rewritten, as they are 
constructed of binary codes, which allows for the unparalleled fluidity digital images 
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exhibit (Ryan 2004, 338). In other words, digital media can be corrected, rewritten, 
added upon, or reprogrammed by someone other than the author. The evidence of 
these can be seen in various fan-made mods (modified variations to the game, which 
can include additional content or drastically change the gameplay mechanics). 
 Modularity, referring to the computer’s capability to reproduce data (Ryan 2004, 338). 
Digital works are composed of many objects, which can be altered, duplicated, 
reproduced and rearranged by the participant. The elements of the story may be 
experienced out of intended order, and therefore taken out of context. As a result, a 
completely different context may be created by rearranged elements.  
With video games, the question often arises whether they are capable of possessing the 
property of narrative. Video games are most of all defined by being dependent on a gaming 
console as support, but the main property that separates them from other types of games, such 
as board games and sports, is their ability to control concrete characters in a concrete setting. 
While the space in board games remains mostly abstract, computer games allow the player to 
manipulate avatars – digital images representing a character with mostly human or humanoid 
properties in a virtual world, which reflects the geography and architecture of the real world 
(Ryan 2006, 181–182). In the case of Sherlock Holmes games, the characters are placed into 
a concrete setting with added elements that are both necessary (clues placed into the 
environment for the player to interact with, crime scene) and unnecessary to the case 
(environment, surrounding structures, non-player characters, natural elements). The 
environment is meant to provide a desired atmosphere (for example, tense, calming or awe-
inspiring) and allow the player to feel more immersed in the setting, making them feel like 
they are truly interacting with it, despite the fact that the world is merely a virtual simulation. 
Most game producers would agree that videogames are capable of integrating their playing 
mechanics within narrative taking place in a fictional world, and ever since the beginning of 
game development in 1980, when the graphics were still very limited, games were advertised 
as narratives instead. An example of this would be the 1980 game Missile Command, 
described as follows: “In this old shooting game the player takes command over three anti-
missile batteries and he must defend them and six cities from being destroyed by hails of 
enemy missiles. To do so he must aim a crosshair into the sky and then launch counter-
missiles to stop the attack” (ArcadeDivision.com). Due to limited graphics, the missiles are 
represented by falling dots and the cities are represented by clusters of triangular shapes. 
Even though characters could only be represented by simple geometrical shapes, the 
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designers were already encouraging the players to use their imagination and supply narrative 
to the game mechanics and actions. The development of graphics, better memory and 
improvement in AI nowadays allows for a more realistic setting, allowing for the game 
design to better relay the narrative to the player (Ryan 2006, 182). It is difficult to imagine a 
Sherlock Holmes game with such limited graphics, as details are an important part of 
Holmes’ observation skills and deductive process. The advanced graphic engines and 
character model designs allow for the addition of details, such as scars or bruises, damage to 
the clothes or items, etc. In this way, the player can observe these details and draw 
conclusions in the same way Sherlock observes the details in the novels and stories. 
While computer games are not necessarily as ambitious as other forms of media when it 
comes to narrative and structure, they are extremely successful in turning the users into 
characters. The narrative success lies in their ability to progress the plot through solving of 
problems. The player is given a goal by the game, which they then pursue by performing a set 
of moves that have an impact on the game’s world. The narrative progresses by being enacted, 
but unlike in standard drama, the enactment (gameplay) is not directed at the observer 
(player) and is instead used to drive narrative forward while also including the player and 
transforming them into a part of the narrative. The tasks that are included in the game are 
directed at the players to present a challenge for them and give them control, but in terms of 
narrative they are included to push the story forward. While players are too absorbed in 
performing the tasks to consider the narrative, the way they describe their sessions normally 
takes the form of a narrative. Video games do not necessarily need to rely on narrative, as 
many successful titles (Tetris, Pac Man) have received wide acclaim despite the less 
prominent narrative element. At the same time, the importance of the narrative background 
depends on the genre of the game. The narrative element is most clearly present in role-
playing games (RPGs), which construct the game’s narrative through character creation and 
encounters with non-player characters (NPCs). The narrative is pushed along by relying on 
cutscenes (longer movie-clips), which cannot be influenced by the player, only observed. It is 
common that within the same genre, the narratives focus around a common theme and result 
in variation of master plots (Ryan 2004, 349–350) 
The school of game studies known as ludology believes that videogames and narrative are 
completely separate. One of its proponents, Espen Aarseth, claims: “When games are 
analyzed as stories, both their differences from stories and their intrinsic qualities become all 
but impossible to understand.” Narratology of the classical school agrees, as the classical 
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definition of narrative can be summed up as the representation of a sequence of events by a 
narrator” (Aarseth, 362). It is clear, however, that this is not the case with the newer forms of 
media, as the classic narrator is often not present, and modern narratives can rely on their 
readers to direct the flow of the story. 
In contrast, Janet Murray stresses that games and stories share important elements of 
structure: “The context and the meeting of opponents in pursuit of mutually exclusive aims” 
(Murray, 2). She claims that the story must come before the game, as storytelling is one of the 
core human activities, which is present in every expression and in any form of media which 
includes multimedia. Gaming lends itself to narrative especially, as digital media is 
procedural – it reinforces behaviour based on rules, as well as participatory – it allows the 
player to interact with the artificial world. Furthermore, digital media can make use of more 
storytelling building blocks than any other media – both still and moving images, text, sound 
and three-dimensional environment. The access to this wide array of storytelling elements 
allows digital media to be able to better convey more abstract notions of character, which 
could be difficult to present just as effectively with words alone. 
There are various genres of games that largely rely on the role of narrative and the player’s 
participation in them, including adventure games, simulation games and mystery games. Each 
of them employs narrative in a different way. In mystery games, the genre Sherlock Holmes 
series belongs to, the goal is to solve a mystery. This genre relies on narrative especially, as 
the goal is to connect two narrative levels. One level consists of the users’ search for clues in 
the fictional world, while the second narrative level is the reconstruction of the story (Ryan 
2004, 352). 
Despite their having a clear narrative aspect to them, Utell argues that games are not 
considered proper narratives, as playability and the ability to tell a story should be 
differentiated. While the point of the narrative is primarily to convey a story, the games focus 
on playable elements. They are meant to pose a challenge and be fun to play at the same time. 
Another challenge that has to be tackled in the debate is the difference between a player and a 
character. In narrative, the most important properties that define a character are their 
subjectivity, mental states, and their actions with goals and motivations. Characters who are 
exist only as self-inserts exist as well, but it is arguable if those types of characters can still 
really be considered characters, as they have no agency or personality of their own and 
merely take on the character of the player and follow their decisions (Utell, 111–112). 
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2.3. INTERACTIVITY IN VIDEO GAMES 
Narrative in its core is not meant to be interactive, as the definition merely defines it as a 
sequence of events, which occur in a set order and are determined by an active consciousness 
(either the author or the narrator). Texts generate narrativity in various ways, through their 
setting, characters, mental life or setting social rules and natural laws, which brings about the 
potential for interactivity. True interactivity can be defined as one’s ability to participate in 
the system, as the structure allows for the participant to enter the system. The participant then 
adapts to the experience by creating new schemas in order to take appropriate actions, 
complete tasks and fill in the gaps while using scripts to recognize situations (Utell, 108).The 
player participates in the narrative by taking sequences of story and rearranging them or even 
choosing between two completely different segments. This element is especially prominent in 
RPGs (role-playing games), where the player can choose between various responses which 
may affect their character’s relationship with other characters in the storyline or trigger 
different sequences, depending on their responses. Especially in open-world RPGs, it is 
unlikely that two different players’ journeys will be completely the same, as the elements of 
narrative are not always structured in a linear way and the main narrative can be broken up by 
shorter narratives (side quests). 
Immersion can be attributed to any form of narrative, but interactive narrative is the only type 
of narrative that allows the recipient to participate. Choose Your Own Adventure book format, 
such as the Time Machine series, which prompt the player to structure their own story by 
making a choice after set events and reading onwards from a different page, are not truly 
interactive, as the user can make choices, but can only choose from a pre-set of limited 
existing options. True interactivity would include changing the structure of the system with 
participation alone (Utell, 108). In the case of video games, true interactivity would imply the 
participants affecting the development of the fictional world, having an effect on its society 
and ecosystem. 
Interactivity can be classified into four types, which are further split along two axes: 
 Internal/external: Internal interactivity allows the users to participate in the world by 
controlling an avatar representative of them or a character in first-person perspective. 
External interactivity allows the users to manipulate the virtual world from behind the 
screen. 
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 Exploratory/ontological: Users participate in the virtual world without impacting the 
progression of the story, or they can take action which determines the progression of 
the narrative and possible worlds.  
(Ryan 2006, 108–111) 
One way a digital or interactive story can be engaging is by designing it as an “emergent 
story,” where narrative structure and user involvement collide. The game designer designs 
patterns that create a coherent story, while at the same time gives the player the illusion that 
their choices matter. That way, the game gives the users confidence that “their efforts will be 
rewarded by a coherent narrative, and the feeling of acting of their own free will” (Ryan 2006, 
100). Good game design encourages both user involvement by exploration and participation, 
while also exploiting the enhanced connection between image and text to generate a good 
story (Utell, 109–110). 
Among the story-heavy genres, mystery games have a narrative which is separate from the 
players’ actions. The game producer has complete control over the progression of the 
narrative, which can be structured as a novel. The type of participation in this genre is most 
commonly internal and exploratory (Ryan 2004, 352). Sherlock Holmes games belong into 
the same mystery genre, which makes it easier for the game designers to follow a similar 
structure of narrative. While Sherlock Holmes games are slightly influenced by the player’s 
input, the general narrative does not change, as is common with games making use of the 
butterfly effect (a storyline based on the principle of branching narrative – the narrative 
branches out into different outcomes depending on the choices the player makes and in most 
cases leads to many different conclusions of the game). The only major choices are made at 
the end, which may alter the cutscene appearing at the conclusion of the case. 
3. ADAPTATION 
Adaptation from novels to movies is the most common form of adaptation, but other types of 
adaptation must be observed as well when adaptation is being discussed. Especially in 
Victorian times, it was common to adapt stories in many different genres, including plays, 
poems, operas, dances and paintings from one medium to another. The late-Victorian era saw 
the beginnings of motion picture, which then developed into a business in the 20th century. 
Since the Victorian novel was a widespread genre, there was more than enough material to 
adapt into different forms of media. For example, between 1848 and 1882, there were eight 
different stagings of Jane Eyre produced in Great Britain and the US. In recent times, 
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adaptation has expanded to the form of virtual reality and theme parks as well, such as 
bringing Disney characters and worlds to life through the creation of Disneyland. Adaptations 
are almost always considered to be inferior to its source text, and some critics even go so far 
as to consider it a betrayal, deformation, infidelity and desecration of the source material 
(Stam, 54). It is also more widely accepted to adapt original art forms into other high art 
forms, such as a play into a ballet or an opera, but not into an art form produced for the 
masses (movie), as it is considering lowering the story, according to an imaginary genre 
hierarchy (Hutcheon, 2–3). Commonly, movies are criticized especially by the fans of the 
original medium as they believe that the movie was not faithful to the source material. It is 
impossible to please all the fans, as verbal media such as books evoke a visual image and it is 
common that the visual representation of the film does not correspond with the fans’ visual 
idea of the characters, the environments or the events (Black, 103). Common complaints are 
that the characters were not cast or adapted properly, or that the fans’ favourite scenes and 
secondary characters from the book were left out or given less attention in order to focus on 
key points of the story. Often, this is considered “dumbing down” of material by the 
adaptation purists and it is no wonder that under such harsh criticism newer forms of media 
cannot live up to the expectations of fans. 
At the same time, the adapting medium relates the story differently than the source medium – 
the material is simplified, but in other ways ideas are also amplified. The most common case 
of material being omitted is generally visible in the process of adaptation from a book to a 
movie. The Lord of the Rings movies, for example, omit a lot of material from the book in 
order to keep the movies at a commercial length between 3 and 4 hours, while the regular 
length of a feature film is 1 hour and 30 minutes. On the other hand, characters’ psychology 
and especially emotions are amplified by expressions, voice tone and gestures. In some cases, 
adaptations take a critical approach or make analogies. Like parodies, adaptations rely on the 
prior source medium, but announce this relation clearly. Despite their negative reputation, 
adaptations remain a prominent and consistent part of the new media (Hutcheon, 3–4). 
3.1. ASPECTS OF ADAPTATION 
When adapting a work, the adapters take on a dual responsibility. They need to adapt an 
existing work while also making it autonomous. With a large number of adaptations, it seems 
that many are willing to take the risk of an adapting a work despite the possible negative 
backlash of the source material’s fans. There are multiple reasons why one would attempt to 
adapt an existing piece: 
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3.1.1. Economic aspect 
The economic aspect is especially clear when it comes to adapting films into video games. 
Without a doubt, video game adaptations of successful existing movies are looking to cash in 
on the success of the franchise, established by the films. It is common, especially for 
animated movie producers, to release a video game based on the movie, such as 
DreamWorks’ Cars series. It often happens that the video game adaptations remain 
overlooked in the cases when the movie comes first. Similarly, film adaptations of more 
expensive art forms, such as plays or musicals, are likely to bring in at least some profit, since 
they already have an existing audience. It is more likely that a familiar title will attract larger 
audiences and thus bring the creators bigger profit. There has been a recent rise in the video 
game franchises receiving film adaptations, such as the recent Assassin’s Creed (critic score 
18%, with audience score 42% on RottenTomatoes.com), Ratchet & Clank (critic score 21%, 
with audience score 42% on RottenTomatoes.com), Detective Pikachu (critic score 69%, with 
audience score 79% on RottenTomatoes.com) and Sonic the Hedgehog (critic score 64%, 
with audience score 93% on RottenTomatoes.com). Most movies adapting video games are 
generally not well-received by the audiences, with the exception of Detective Pikachu (critic 
score 69%, with audience score 79% on RottenTomatoes.com) and Sonic the Hedgehog 
(critic score 64%, with audience score 93% on RottenTomatoes.com), which have received 
higher praise among critics and fans. The most likely reason for the low scores, especially 
when it comes to audience score, is that a movie adaptation of a video game is meant to 
attract that specific game’s fans. Fans usually have very high expectations of the adaptation, 
since they already have an emotional attachment to the source material, which is why those 
expectations are difficult to reach.  
3.1.2. The shift of cultural level 
Due to the imaginary hierarchy of media, it is likely that certain types of media adapt in order 
to achieve an upwards shift in the hierarchy, attempting to benefit from the cultural heritage 
of the work they adapt. The readers are most often the target audience as almost any literary 
work can be adapted into films. Additionally, it is argued that “inferior” media, such as 
movies, allow for a wider audience. The process works in reverse as well, as classical authors 
may attempt to imitate the style of the more recent, popular work. 
3.1.3. Personal and political reasons 
An adapter takes a stance on the original work once they decide to adapt it. The personal 
stance can be reflected, as adaptation can completely subvert the original and criticize it, or it 
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can be meant as a tribute to the original. Often such adaptations are made by fans of the 
original work. An example of a very successful fan adaptation intended as a parody of the 
original is A Very Potter Musical (2009). An adaptation may be used to participate in a larger 
social and cultural critique but is less common than other more direct forms of political 
involvement (Hutcheon, 85–95). 
3.2. ELEMENTS OF ADAPTATION 
While the form changes in adaptation, the content remains the same. Narrative is not the only 
aspect of the work adaptation has to keep in mind, however. Many critics rely on the notion 
of the “spirit” of the artist or work to be captured in order for an adaptation to be considered 
successful. Some critics consider tone or style to be the most important, but all three elements 
seem to be very subjective and difficult to define.  
 Story: Most adaptations consider story to be the most important aspect to be 
transferred. The core of the story is transported across media, which deals with each 
of the story’s elements differently, depending on the type of medium. Each medium 
attempts to find equivalents in the sign system for each of the elements which 
construct a story – themes, events, world, characters, motivations, points of view, 
consequences, contexts, imagery, etc. 
 Themes: Themes, such as parent-child relationship, loss of a loved one, 
environmentalism and other similar themes are most likely the easiest element for the 
adaptation. Characters respond to the circumstances they are faced with through their 
actions, emotions and to some extent decision-making, which can be controlled by the 
player. A good example of parent-child relationship represented in videogames is an 
indie platformer game Ori and the Blind Forest, which manages to perfectly portray 
the bond between the mother and her child with very few words and simply by 
showing the interaction between the two through visuals. In the modern media, 
themes are most important to novels and play, while in movies they serve the 
narrative, which is considered the more important element. 
 Characters: Characters are crucial to the rhetorical and aesthetic effects of narrative 
and performance texts, as they engage the audience’s imagination through allegiance 
(Murray, 1996, 4–6). Especially theatre and novels focus on characters, as 
psychological development become the part of the narrative, and are dramatic when 
characters become the focus of the adaptation. In video games, the player can become 
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one of these characters, acting in their place in their fictional environment (Hutcheon, 
9–11). 
Linda Hutcheon defines three types of modes of engagement – telling, showing and 
interacting with stories. Within each mode of engagement, distinctions must be made to 
make for the best experience within the medium. She believes that each medium chooses 
the items to be adapted in different ways in order to make the best use of the medium’s 
strengths (Hutcheon, 12). While the original Sherlock Holmes novels are written works 
which rely on descriptions and Holmes’ explanations of his mental process, the 
interactive nature of the video game allows the player to act as a part of the deductive 
process through the use of puzzles. Instead of Sherlock explaining his observations of 
other characters, the game uses its ability to convey visual design and expressions. This 
advantage plays to the advantage of the character profile task. Small details in the 
character design play an important role in Sherlock’s deductive process, which has been 
successfully translated into a gameplay mechanic known as “character profile” through 
video game’s visual aspect. 
3.3. VISUAL ELEMENTS 
It seems that the criticism of the work is more lenient when the piece is remade within the 
same medium rather than adapted by a different medium. When adaptation shifts across 
different types of media, however, the modes of engagement also shift. Film has been until 
recently considered the most inclusive form, as it can rely on expression, music, sound and 
noise – it encompasses the visual properties of photography or painting, movement or dance 
and performance of theatre (Stam, 61). While some novelists would agree that film 
adaptation is positive, as they add visual elements to the written word, such as costumes, 
music, expressions, sound and voice, film adaptations are viewed negatively due to their 
reduction and cutting of material. In the process of adaptation from telling to showing, 
especially the adaptation of novels comes to mind. In this specific type, the adaptation must 
focus on the dramatization of the work, shifting from description, narration and thought to 
speech, action, sound and visual elements (Hutcheon, 34–40). Since video games consist of 
elements similar to movies, including character design for the models, background music and 
more often than not voice acting, they can rely on background music to set the mood and the 
character model’s expression as well as the voice actor’s lines to convey emotions rather than 
describing them through words. A good example of translating the description into visual is 
the design of 221b Baker Street. As described by Watson in the novels, “They consisted of a 
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couple of bedrooms and a single large airy sitting-room, cheerfully furnished and illuminated 
by two broad windows” (Conan Doyle, 9, A Study in Scarlet). The video game’s designers 
have taken the description into account, designing Sherlock and John’s1 living quarters in a 
similar fashion. The apartment consists of two bedrooms and a living area. The living area is 
lit up by natural light let in by broad windows and furnished with simple but cozy furnishings 
– a fireplace, a coffee table, and a sofa. The most important areas of the living room are 
Sherlock’s experiment table and archives, which is where gameplay elements come into play. 
Furthermore, a set of swords is hanging on the wall, most likely referencing Holmes’ ability 
as a swordsman, as described by Watson in his list of Sherlock Holmes’ skills and limits: “11. 
Is an expert singlestick player, boxer and swordsman” (Conan Doyle, 9, A Study in Scarlet). 
Figure 1: Sherlock’s Wardrobe 
 
Source: Sherlock Holmes: Crimes and Punishments 
 
 
 
 
 
 
 
                                                             
1  To avoid confusion, the novel counterparts of the characters will be referred to as “Holmes” and “Watson” 
while video game counterparts will be referred to as “Sherlock” and “John” hereafter. 
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Figure 2: Sherlock’s make-up table 
 
Source: Sherlock Holmes: Crimes and Punishments 
Sherlock’s room has simple furnishings. The main focus is an interactive cabinet for make-up 
and outfits. Disguises are often used by Holmes in the novels, which is why the addition of 
the cabinet and occasional disguise for the progression of the case add more detail to his in-
game character. Interaction with most of the elements in John’s room is not possible. A 
typewriter and manuscripts on the desk are a point of interest, however, as they indicate him 
working on documenting their adventures. 
The shift from telling to showing is quite complex on its own. The shift in the level of 
engagement in order to make the user participate (participatory mode) is just as complex. 
Sherlock Holmes is not the only novel to receive an interactive adaptation. One example of 
novel-to-video game adaptation is Nika Bertham’s German novel Der Kahuna Modus, which 
was adapted into a web game Kahuna Mode Fiction game in 2001. Another example is 
Conan Doyle’s Sherlock Holmes, which was adapted into a longer video game series. Video 
games have more in common with films than novels, as they rely on visual and audio 
elements more than verbal descriptions (Hutcheon, 50). 
Interactivity, which is specific to video games, makes use of different formal techniques – 
coherence is created through spatial means and by the player within a virtual space, which is 
not only imagined but also actively perceived and engaged (Tong and Tan, 107). In the case 
of playing a game, players are directly physically and mentally involved – they participate 
with the environment. The player moves the avatar through a 3D fictional world, which may 
already be familiar to the player through the film. Primary form of identification takes place 
 24  
 
through first-person point of view, the player’s sense of agency and interactivity. Interactivity 
thus brings about higher degree of immersion, with quick response – the player must have 
good hand-eye coordination, while puzzle-solving involves learned skills and moves (King 
and Krzywinska, 22–23). The mode of a real participation in videogames is created through 
the use of aural (music, sound), visual and kinaesthetic elements during the active 
participation portion, which makes the immersion stronger. Anything that would break the 
illusion of the game world being real would destroy the immersion. The narrative is usually 
pushed forward through cutscenes, which are closer to a film experience, as the player is 
transformed into an observer rather than a participant. As a result, the player can no longer 
actively influence the storyline, which results in a temporary shift from interactive to passive 
involvement. Multiplayer games bring this form of interactivity even further, as there are 
multiple players interacting with the environment as well as other players, which is a process 
forming a collective narrative (Hutcheon, 135–136). 
In general, films can be said to have a three-act structure, as discussed already by Aristotle in 
his Poetics. Aristotle believes that the play should be structured in three parts, beginning with 
establishing the conflict (complication), leading to the middle (conflict) and finally 
progression towards the end, where the conflict is resolved (unravelling). While video game 
adaptation may have a different three-act structure, the introduction and setting are usually 
presented through cutscenes. On the other hand, the central act is a gameplay experience. The 
conclusion and resolution are often shown through cutscenes as well (Lindley, 206). This 
kind of structure is present in the Sherlock Holmes video game series as well, as each case 
opens with a cinematic, which usually cannot be affected by the player. An exception to this 
is the opening sequence of the first case in Sherlock Holmes: Crimes and Punishments. The 
cutscene requires some input by the player, who directs John in order to take cover. 
4. VIDEO GAME ADAPTATION: SHERLOCK HOLMES IN 
INTERACTIVE MEDIA 
By relying on theory of adaptation and character adaptation, the thesis examines the video 
games in the Sherlock Holmes series –  Sherlock Holmes: Crimes and Punishments and 
Sherlock Holmes: The Devil’s Daughter. This chapter covers various elements of character 
adaptation as previously listed by Linda Hutcheon. The two games are compared to see 
whether the character of Sherlock Holmes especially has kept his key personality traits and 
abilities, and how they were conveyed through the game. 
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4.1. ADAPTING THE CHARACTER: VISUAL AND PSYCHOLOGICAL 
ASPECTS  
Sherlock Holmes’ character is a difficult one to adapt due to his extraordinary deductive 
abilities and powers of observation. The difference between Holmes and an average player is 
prominent especially in the medium which equates the player’s powers of observation with 
Sherlock’s. The games have an average player take control of Sherlock Holmes and resolve a 
case they are faced with. The structure of the games is very similar to Conan Doyle’s work, 
as it is split into five (Sherlock Holmes: Devil’s Daughter) or six (Sherlock Holmes: Crimes 
and Punishments) short cases. In the case of Sherlock Holmes: Crimes and Punishments there 
is no overarching narrative surrounding the cases, and each case can be considered a stand-
alone narrative. In contrast, Sherlock Holmes: Devil’s Daughter changed the formula slightly 
by keeping the individual cases, while also pushing the overarching narrative along through 
the presence and development of two characters excusive to the game: Alice De’Bouvier, 
Sherlock’s neighbor, and Katelyn, Sherlock’s adopted daughter. Overall the cases also have a 
structure similar to that of each individual Sherlock Holmes short story, usually following the 
pattern of Sherlock receiving a request from the client, followed by the investigation of the 
crime scene, deduction and finally the resolution of the case. The cases in video games follow 
a similar structure, but the main difference is that the player leads the progression of 
investigation and can through a system of multiple choices come to a different conclusion 
than intended. Although multiple conclusions are possible and thus allow the player to 
“change” the ending of the story, only one conclusion is considered correct and can be 
checked at the end of each case at the end title screen, which also displays the statistics 
regarding the choices made by the other players (same conclusion and the same moral choice). 
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Figure 3: Statistics screen – The Fate of Black Peter 
 
Source: Sherlock Holmes: Crimes and Punishments 
Figure 4: Statistics screen 
 
Source: Sherlock Holmes: The Devil’s Daughter 
In A Study in Scarlet, after observing Holmes for a while, Watson describes him to his 
readers:  
His very person and appearance were such as to strike the attention of the most casual 
observer. In height, he was rather over six feet, and so excessively lean that he seemed 
considerably taller. His eyes were sharp and piercing, save during those intervals of 
topor to which I have alluded; and his chin, too, had the prominence and squareness 
which mark the man of determination. His hands were invariably blotted with ink and 
stained with chemicals, yet he was possessed of extraordinary delicacy of touch, as I 
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frequently had occasion to observe when I watched him manipulating his fragile 
philosophical instruments. (Conan Doyle, 8, A Study in Scarlet) 
From Watson’s description, the readers can paint a detailed image of Holmes in their mind. 
The elements about him that stand out the most are his posture, his eyes and the shape of his 
face. While Sherlock’s character model is fairly faithful to Watson’s description from the 
books, there are some key differences between the two character models, which do not fully 
coincide with the image Watson paints for the readers in the novels. 
Both games have their own take on the character of Sherlock Holmes. While he is generally 
presented as gentlemanly and amiable with a tinge of narcissism in various adaptations, that 
representation does not hold true in both titles. Both games are somewhat consistent in the 
design of Sherlock’s main features, including his sharp eyes and tall figure. Specific details of 
the two models’ appearance differ greatly. Sherlock Holmes in Sherlock Holmes: Crimes and 
Punishments is presented more in the lines of the classic Victorian gentleman. His hair and 
outfit are orderly and distinguished – usually he wears a suit. He regularly relies on subtle but 
witty sarcasm, which is very reminiscent of his interactions with the inspectors in the novels 
– as in this example: “With two men such as yourself and Lestrade upon the ground, there is 
not much of a need for a third party to find out” (Conan Doyle, 16, A Study in Scarlet). The 
voice actor’s lines are delivered in a calm and calculated manner, which is partially intended 
for the player to project themselves into the game more without their personality clashing 
with that of the character. Since the game has to allow the player to put themselves into the 
role of Sherlock, his character does not display the obvious excitement at an interesting case 
or his frustration at coming to the wrong conclusion in the same way he does in the books, 
which is why it could be argued that his personality is lacking in some aspects, and is not a 
complete adaptation of his key psychological features.  
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Figure 5: Sherlock Holmes’s character model 
 
Source: Sherlock Holmes: Crimes and Punishments 
In comparison to Sherlock’s character in Sherlock Holmes: Crimes and Punishments, 
Sherlock’s character in Sherlock Holmes: The Devil’s Daughter greatly deviates from the 
classic image of the distinguished Victorian gentleman and seems closer to the archetype of 
an action hero. His hair is messy, and his shirt is left unbuttoned. The character is much more 
expressive with his narcissistic qualities being much more prominent – his sarcasm especially 
is a lot more obvious and biting. An example of his sarcasm can be observed in one of his 
exchanges with Inspector Lestrade. The two are discussing the disappearance of a Mayan 
statue during the case “A Study in Green.” An eyewitness claims to have seen the statue 
move on its own, jump off the pedestal and climb the fence. Meanwhile, Lestrade believes 
that the murderer intended to steal the Mayan calendar and was caught in the act by the 
victim, Zacharias Greystroke. Upon being caught red-handed, the murderer took the first 
weapon he could find – the statue’s spear – and killed Greystroke, then ran away. He 
furthermore claims that the statue has most likely been stolen by the thieves, who came for 
the Mayan artefacts. 
Inspector Lestrade: “Absurd, more like it! Besides, it was dark and foggy… 
Sherlock Holmes:  “So, somewhat like your version then...” 
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Instead of the witty sarcasm we can sense in the source material, Sherlock’s response is much 
more direct in Sherlock Holmes: The Devil’s Daughter. The implication of his statement is 
that Lestrade’s theory is “dark and foggy,” meaning that the theory is dense and ignorant. 
When compared to the quote from the source material we can see that the sarcasm is much 
more refined; it is in the form of a backhanded compliment. In contrast, Sherlock’s remark in 
Sherlock Holmes: The Devil’s Daughter is closer to an obvious insult than witty sarcasm. 
Figure 6: Sherlock Holmes’ character model 
 
Source: Sherlock Holmes: The Devil’s Daughter 
The character model is much more animated in his gestures and the voice actor puts more 
feeling into his lines. While the video game Sherlock Holmes: The Devil’s Daughter still 
carries the name of the main character, Sherlock Holmes: Crimes and Punishments seems to 
be much more inspired by the original Sherlock Holmes. 
Another key difference between the two titles is the focus of the camera. While Sherlock 
Holmes: Crimes and Punishments uses less action cinematics and focuses more on the 
environment and close-up shots of the witnesses, Sherlock Holmes: The Devil’s Daughter 
drops that formula and replaces it with many gameplay elements which do not involve 
observing people’s faces. In comparison to the previous title, which focused on mystery-
solving, the next title in the series tries to imitate more popular titles, informally referred to as 
AAA (a lot of money, a lot of time, a lot of resources) titles – video game franchises, which 
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are distributed by medium-sized or major companies with a bigger marketing budget and 
higher standards of development, especially better graphics, more detailed models and more 
complex backgrounds. Examples of such titles are Call of Duty, Dark Souls, Grand Theft 
Auto and Assassin’s Creed. Observation often takes a back seat to action elements. Character 
profiling is present in both games, but the investigative process in Sherlock Holmes: The 
Devil’s Daughter includes many sequences that keep action elements in mind more than the 
investigation itself. Among these elements are a tailing mission (following the target without 
being detected in the process), evasion and escape sequence, quick-time event segments and 
rapid decision-making (choosing between two options or pressing the required correct key 
within limited time frame), action-oriented puzzles and even participation in a lawn bowls 
tournament. Sherlock Holmes: The Devil’s Daughter is, in genre, closer to an action game 
rather than a mystery game, despite mystery elements still being present. Another way in 
which Sherlock Holmes: The Devil’s Daughter completely strays from the original material 
lies in the implementation of supernatural elements. While supernatural elements 
occasionally appear to be present in the Sherlock Holmes novels (The Hound of the 
Baskervilles), the supernatural is usually explained and dismissed through evidence. The 
same is not true for Sherlock Holmes: The Devil’s Daughter, which makes the supernatural 
element the main focus of the overarching narrative. 
4.2. TRANSLATING THE POWERS OF OBSERVATION INTO THE 
GAME 
Another one of Holmes’ distinctive characteristic is his extraordinary ability of observation. 
In the novels and stories, he regularly reminds Watson of this ability and prides himself on it. 
While the stories normally take the approach of Sherlock revealing his final conclusion and 
then walking the reader through his deductive process step by step at the end, a Sherlock 
Holmes video game needs to take a different approach and include the player in the deductive 
process. In order to achieve that, the game design needs to rely on game mechanics and tasks 
to adapt Sherlock’s abilities as described and utilized in Conan Doyle’s stories and at the 
same time allowing the player to notice the same details Sherlock does. Since an average 
player is unlikely to notice all the details, the game takes care to notify the player when 
details are present, through visual rather than verbal clues – by displaying icons representing 
ability necessary to discover the clue when the player stands nearby. That way, the game 
warns us that Sherlock is seeing something important the player is not. At the same time, the 
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game does not give the direct answer to what the element is until the player discovers it 
themselves. 
In the following section, the thesis covers Sherlock’s abilities as presented in the game and 
relates them to Holmes’ abilities as described in the novels, in order to see whether the 
abilities were effectively conveyed by the video game adaptation. 
4.3.  THE ART OF DEDUCTION: CHARACTER PROFILE 
Holmes regularly uses his deductive abilities to form a profile of witnesses or clients. As 
written in his article on the Science of Analysis and Deduction quoted by Watson in the novel 
A Study in Scarlet, Holmes states: 
Let [the inquirer] on meeting a fellow-mortal, learn at a glance to distinguish the 
history of the man, and the trade or profession to which he belongs. Puerile as such an 
exercise may seem, it sharpens the faculties of observation and teaches one where to 
look and what to look for. By a man’s fingernails, by his coat-sleeve, by his 
expression, by his shirt-cuffs – by each of these things a man’s calling is plainly 
revealed. (Conan Doyle, 11, A Study in Scarlet). 
From the quotation we can note which areas attract most of his attention when it comes to his 
art of observation. He focuses on observing their hands, faces and clothing in detail. He 
claims that he can guess their profession easily from those characteristics alone. The game 
design has kept that ability in mind. The character profile minigame, which will be discussed 
in detail, represents Sherlock’s observation abilities – most details about any character in the 
game are revealed through observing their hands, the state of their clothes and their faces. It 
is rare for the details not to be a part of the character’s outfit in one way or another. By 
observing the characters, Sherlock can tell what their profession is or even whether they are 
new or experienced, diligent or sloppy in their profession. 
Sherlock’s approach to forming a profile of other characters, especially witnesses, is an 
important aspect of the game as well and is represented by “character profile” minigame. The 
minigame allows the player to be confronted with a close-up of the character Sherlock is 
forming a profile of. The player uses the A and D keys to control the camera view, which 
moves across the character’s entire body and rotates in different angles around the character 
model. By moving the mouse cursor across the character, the player needs to find a 
designated number of details about them to create a full character portrait. The cursor shaped 
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as a circle lights up in blue, indicating that Sherlock is noticing a detail and that the player 
has found a point of interest. When the player clicks the mouse button with the cursor 
directed at the point of interest, Sherlock’s observation is revealed. While the observations 
mostly consist of a single stage, they may appear as an original observation, followed by the 
conclusion drawn from the observation. This process of drawing conclusions is handled 
differently by the two games, as evident from the following cases. 
In the “Kew Gardens” case in Sherlock Holmes: Crimes and Punishments, a case not directly 
adapted from the book, Sherlock must investigate the mystery of missing exotic plants, stolen 
from a greenhouse at Kew Gardens. The case later develops into the investigation of the 
suspicious death of the greenhouse’s former director Montague Dunne. Upon creating the 
profile of his son, Albert Dunne, Sherlock makes the following observations: 
 Albert Dunne’s hands are clean 
 He has a shaving cut 
 His eyes are red; therefore, he has been recently crying; therefore, he is consumed by 
grief. 
While the task is an interesting addition to the game and is a good way to represent Holmes’ 
observation skills, it does not require much player involvement other than finding the 
important details. The observation of the details is revealed by the game automatically in 
Sherlock Holmes: Crimes and Punishments. The game mechanic has been improved with the 
later game, Sherlock Holmes: Devil’s Daughter, as the task does not only involve finding the 
details, but occasionally prompts the player to draw the conclusion by themselves. For 
example, in the first case of Sherlock Holmes: The Devil’s Daughter, titled “Prey Tell,” 
Sherlock’s first character profile is Tom Hurst. Sherlock makes six observations about Tom: 
 Red eyes 
 Born in 1887, so Sherlock observes that Tom is 8 years old (meaning that the game 
takes place in 1895) 
 He has neatly mended clothes; therefore, he has caring parents 
 He has a map of London in his pocket; therefore, he can read and use a map 
 He has a lame arm 
 His skin is pale; therefore, he is suffering from malnutrition. 
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Two of above observations prompt the player to draw the most likely conclusion. The “red 
eyes” observation provides the player with two choices: either “conjunctivitis” or “recently 
weeping,” while the “lame arm” observation provides branching choices: “malformation” or 
“injured.” The player then decides on their choice and confirms the character portrait once 
they believe all the conclusions are correct. Incorrect conclusions result in the character 
portrait still being created but labelled as incomplete. 
The character profile creation remains faithful to Holmes’ approach to observation of details 
and character analysis. The focus is usually on observing the state of characters’ clothes, their 
expressions and their hands, which helps reveal more detailed information about them. While 
character profile task is not necessary to progress the plot, it gives the player the possibility to 
respond to the character’s further statements and results in Sherlock occasionally responding 
with a remark through a quick response and a press of a designated button (quick-time event 
or QTE). The remark relates to Sherlock’s observations based on the character profile just 
created. For example, when further questioning Tom Hurst about the disappearance of his 
father, Tom brings up the fact that the police do not believe him when he says his father is 
missing. They claim that his father had abandoned him instead. Sherlock can respond to the 
statement, allowing the player to choose one of the three options. One of the options 
contradicts Tom’s previous statement based on the observations Sherlock had made in the 
character profile:  
 Malnutrition 
 Caring parents 
 Tom is 8 years old 
By choosing the option “caring parents” Sherlock confirms Tom’s claim that it is unlikely a 
caring parent would abandon him, and that his father has indeed most likely gone missing. 
Observation and character profiling are two of the key features of Holmes’ character; 
therefore, the representation of this ability was extremely important to the game. Holmes’ 
most prized ability is translated into the game both visually and through sound effects. Upon 
Watson first meeting Holmes in the novels, Holmes describes how the process of deduction 
has become almost second nature to him, to the point where deductive process happens 
almost instantaneously. His focus on details is represented by the game visually zooming in 
on the character model and presenting the player with a close-up shot. At the same time, all 
the noise in the game is reduced and replaced only by the ticking of a clock. The ticking is 
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slowed down as well, representative of the “time slowing down” when Sherlock finds himself 
in his element. The slowing down also represents the short amount of time Sherlock needs to 
notice details about a person and draw conclusions – while the player may look for details for 
a couple of minutes, the slowing of time translates the “real time” event to about half a 
minute. 
4.4. INVESTIGATING THE CRIME SCENE: “SHERLOCK TALENT 
Investigation of the crime scene is another important aspect of Holmes’ investigative process. 
While some cases can be resolved at Baker Street, the duo commonly travel to a different 
setting, as seen in stories such as A Study in Scarlet, The Hound of the Baskervilles, “The 
Speckled Band,” “The Red-Headed League,” “The Three Students,” “Silver Blaze,” and 
many others. The scene is then carefully examined by Holmes, allowing him to notice details 
in the environment and considering footprints, indentations and items that seem out of place 
in the setting. His attention to details in the environment was first pointed out by Watson in A 
Study in Scarlet: 
I had imagined that Sherlock Holmes would at once have hurried into the house and 
plunged into a study of the mystery. Nothing appeared to be further from his intention. 
With an air of nonchalance which, under the circumstances, seemed to me to border 
upon affectation, he lounged up and down the pavement, and gazed vacantly at the 
ground, the sky, the opposite houses and the line of the railings. Having finished his 
scrutiny, he proceeded slowly down the path, or rather down the fringe of grass which 
flanked the path, keeping his eyes riveted to the ground. (Conan Doyle, 15, A Study in 
Scarlet) 
Through this quote, Watson explains to the reader that the details in the environment are as 
important to Holmes’ investigative process as the people involved in the crime. For this 
reason, the visual design of the virtual environment was just as important as the character 
design.  
The investigation of a scene is handled in the game by placing items the player can interact 
with into the virtual world. Any point of interest can be examined with a click of a mouse 
button, which prompts Sherlock to give brief commentary or observation. The items that are 
especially important are stored into a logbook as pieces of relevant evidence. Specific items 
can be stand-alone evidence, while others may require further inquiry. Whenever the item 
should be investigated further, the small icons next to it display the task that must be 
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performed to gain further information, such as speaking to witnesses (dialogue box icon), 
finding more information in the archives (documents icon) or actively using the item in an 
experiment or comparing it to other evidence (machine cogs icon). The logbook in this case is 
a visual representation of Sherlock’s stored knowledge – it is used to represent his next 
course of action based on the evidence the player has discovered but cannot progress the 
narrative on its own unless the necessary pieces of evidence are recovered. In this way the 
logbook keeps the elements interactive on a meta level, while serving as a representation of 
Sherlock’s memory in the visual form of a notebook. 
Figure 7: Noticing a clue placed in virtual environment 
 
Source: Sherlock Holmes: Crimes and Punishments 
The logbook is used to help guide the player. While it is not necessary to use it, the logbook 
is a good point of reference whenever the player is stuck, as it provides a complete record of 
the case. The segments of the logbook most important to the gameplay are the following: 
 Tasks: the segment includes a bullet point list of the tasks that must be performed. 
The case starts with only a single task. With the discovery of new evidence, further 
tasks may be added to the list. This segment represents Sherlock’s decision-making 
and intended course of action based on the evidence the player discovers. It also 
helps direct the player in order to keep them from fully straying off course, as the 
interactive participation in the game is present on discourse – rather than story-level 
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participation. There is a set number of possible resolutions, but the player can only 
shape the conclusion of the story. Every player is presented with the same evidence, 
but not every player has to draw the same conclusion; therefore, they may change the 
ending. 
 Map: the segment allows the player to quickly travel from one location to another. 
The function saves time for the player when a piece of evidence needs to be 
examined at Sherlock’s experiment table or compared to his archives at Baker Street. 
It is also useful when further dialogue with the suspects at Scotland Yard needs to be 
conducted or when travel to a different location is needed to perform the task. 
 Evidence: The segment lists all the pieces of found evidence with the basic 
information. Evidence may be accompanied by a specific icon, if further inquiry is 
necessary. 
 Documents: The segment stores written evidence, such as articles found in Sherlock’s 
archives, personal letters, etc. 
 Dialogue: The segment stores the history of dialogue between all the characters. The 
option is especially useful when the player needs to refer back to a specific 
character’s dialogue or refresh their memory of the progression of the case after not 
returning to the game for a longer period of time. 
 Character profiles: The section stores the profiles of the characters met in all the cases 
of the game. They provide a picture and relevant data about them, which can be 
discovered by Sherlock through the previously discussed “character profile” 
minigame. 
Figure 8: The logbook 
 
Source: Sherlock Holmes: Crimes and Punishments 
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Rather than being elements which direct the narrative, the above elements work as guidelines 
for the player. While they are a side product of narrative and serve as Sherlock’s knowledge 
and notes, they are on a meta level intended as a way for the player to refresh their memory, 
making them interactive. The elements previously listed are normally secondary to the 
narrative and the player’s experience, but they serve as an insight into Sherlock Holmes’ 
deductive process, further plans, observations and ideas, which are stored in his “memory” 
for later reference. 
Although the visual design was changed slightly to fit the overall dark mood of Sherlock 
Holmes: The Devil’s Daughter better and some of the items were rearranged, the use as well 
as the base design of the logbook remained more or less the same in both Sherlock Holmes: 
Crimes and Punishments and the next title in the series Sherlock Holmes: The Devil’s 
Daughter. 
Figure 9: The logbook 
 
Source: Sherlock Holmes: The Devil’s Daughter 
When investigating the crime scene, some of the areas can be focused on especially. 
Normally, the visuals encompass a larger space (entire rooms, the general surroundings), but 
in certain cases points of interest (the body, shelves, desks, contents of cabinets or closets) 
can be examined in more detail. Important items may also be picked up to give the player a 
full three-dimensional view of an item and any special properties may be examined. The 
items may be rotated and opened if possible (notebooks, pouches, boxes), allowing the player 
to examine their contents.  
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Figure 10: A three-dimensional view of Patrick Cairns’ seal skin pouch as seen “The 
Fate of Black Peter” 
 
Source: Sherlock Holmes: Crimes and Punishments 
Whenever there are specific details in the environment which the players might not notice on 
their own, the game prompts the player to use a special feature known as “Sherlock talent.” 
The feature results in Sherlock focusing on the environment or item, and the areas or 
elements that seem suspicious are highlighted in yellow. Examples of the details that are 
usually covered by Sherlock talent are the elements, which the players could easily mistake 
for a part of the environment – small pieces broken off of a larger item, footprints, cracks, 
smudges on the floor and the walls, or broken items that seem like they could be included as 
an aesthetic choice to liven up the setting (broken flowerpots in the Kew Gardens 
greenhouse). After the player uses “Sherlock talent” and discerns important information from 
the evidence, the details are treated as any other type of evidence and can be examined for 
further clarification. 
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Figure 11: Noticing details - using “Sherlock talent” 
 
Source: Sherlock Holmes: Crimes and Punishments 
In Sherlock Holmes: The Devil’s Daughter the game mechanic still exists, but it seems that 
the element is more commonly intended for use in action sequences instead of drawing the 
player’s attention to the important pieces of the evidence. The use of “Sherlock talent” in 
order to draw a safe underwater path in a bog during the long action sequence in the “Prey 
Tell” case or detection of guards in the third case “Infamy” in order to avoid them does not 
make much sense, as they do not really have a connection with the element of Sherlock 
Holmes’ character the game mechanic is meant to represent – the skills of observation. 
4.5. IMAGINATION: RECONSTRUCTION OF THE CRIME SCENE 
Holmes commonly stresses the importance of imagination in many novels and short stories. 
His power of imagination serves as a way for the detective to successfully consider the 
possible situations and outcomes to the case. As more clues are discovered during the 
investigation, he can eliminate the conclusions that do not match up with the evidence found. 
His ability to imagine many possible outcomes greatly contributes to his success in 
comparison to the Scotland Yard police force, and he often criticizes the officers as 
unimaginative and narrow-minded. More than once, Holmes explains the importance of 
imagination to Watson, explaining that it allows his mind to remain open to outcomes which 
seem absurd at a first glance. A possibility should never be written off as impossible as long 
as there is at least some proof pointing towards the possibility: 
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Say, rather, into the region where we balance probabilities and choose the most likely. 
It is the scientific use of the imagination, but we have always some material basis on 
which to start our speculation. (Conan Doyle, The Hound of the Baskervilles, 653) 
The use of imagination is another important aspect to the video game as well and the ability 
is utilized in various ways depending on the structure of the case. While both titles – The 
Devil’s Daughter and Crimes and Punishments – use the imagination power in a similar way, 
it seems that Crimes and Punishments is more successful in its use, as the game mechanic is 
used exclusively in order to corroborate on the events of the case.  
Crimes and Punishments uses the imagination talent in order to fill in the gaps in the case or 
reveal various possibilities of the past events. In the second case of the game titled “On the 
Rails,” Sherlock and John are investigating the mystery of a disappearing train. The train 
seems to have disappeared from right before their eyes as it was arriving at the train station, 
but the train itself could not be seen clearly in the fog. Upon further investigation, Sherlock’s 
imagination reveals that the train might have made a turn to the side railway and might not 
have arrived at their station at all – therefore the disappearing train could have been a replica. 
Sherlock and John manage to reconstruct a replica of the train by using spare parts – a cart, 
an air compressor, a whistle, a pole and a light. Using the air compressor with the whistle 
allows for an imitation of the train’s whistle as it was arriving at the station, while the pole 
raised the light to the approximate height to imitate the train light. The cart could be used to 
carry the mounted device and create an illusion of a moving train. 
Similarly, imagination is used to allow for Sherlock’s interpretation of the past events based 
on the clues left behind. In such cases, the player is faced with a sequence of events, which 
must be put in the correct order to reconstruct the events of the case. This game mechanic 
was used in the Sherlock Holmes: Crimes and Punishments case “Kew Gardens,” during 
which Sherlock had to reconstruct the events of the previous manager’s death. By using his 
imagination, Sherlock could deduce that the manager broke out from inside his office, 
knocked the flowerpot off the nearby stand, then knocked over a board and finally collapsed, 
hitting his head on the stone. The clues given were the doorframe damaged from the inside, 
the recently broken flowerpot and its fragments on the ground, the fallen billboard and cracks 
on the stone. The player is involved in the decision making, helping with the reconstruction 
of the sequence and allowing Sherlock to reach the correct conclusion. The same 
reconstruction of the events is used in a later case in the game as well. 
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Figure 12: Use of imagination – visualising past events 
 
Source: Sherlock Holmes: Crimes and Punishments 
Imagination is similarly used in Sherlock Holmes: The Devil’s Daughter in order to 
reconstruct a sequence of events. The second time imagination is used, it is not nearly as 
effective as the use of imagination in Sherlock Holmes: Crimes and Punishments. The case 
involves Sherlock discovering the truth behind a Mayan curse. A Mayan calendar was stolen 
from a temple and brought back to England as the main prize for the lawn bowls competition 
finale, which Sherlock is participating in. After his victory, many of those involved with the 
calendar start dying mysterious deaths. During the events of the case, Sherlock discovers that 
they were all members of an expedition to the Mayan temple. The events of the case were not 
a curse but a bitter man taking revenge on the rest of the expedition members, who left him 
for dead within a crumbling temple. The imagination game mechanic in this portion of the 
game is used for Sherlock to “reconstruct” the expedition’s path through the Mayan temple 
and is merely a way to introduce more action elements to the game (avoiding a giant boulder, 
circumventing the traps, and puzzles inside the temple.) 
 When it comes to adapting the use of Holmes’ imagination from the books to the game, the 
use of imagination is much more faithful to the book version in Sherlock Holmes: Crimes and 
Punishments. In the stories, Holmes describes the possible events to Watson as he sees them 
or stresses the importance of many possibilities beyond what is expected. The experience is 
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passive, while the events are described to the reader. The game transfers Holmes’ 
imagination into a visual animation of elements (train, people’s past actions on the basis of 
the evidence in the environment), represented by semi-transparent blue images, which 
separates them from the present situation. With this representation, we can see a shift from a 
verbal to a visual element. The player is included in the decision-making instead of simply 
being told what the solution is, though Sherlock notifies the player with a remark if the 
sequence of events the player decides on is incorrect. The player’s involvement during this 
game mechanic does not impact the development of the story and eventually every player 
reaches the same solution, as the game cannot progress otherwise. 
The use of imagination is less effective in Sherlock Holmes: The Devil’s Daughter, as there is 
often little to no proof for the biggest section of the game where imagination is used. 
Sherlock does not travel through a Mayan temple, but merely imagines the route through it, 
as the only physical temple involved in the case is a small replica. By using imagination 
talent in such a way, Sherlock contradicts his own statement, as he comments upon the 
discovery of the Mayan pyramid model that the interior is “well made, but he cannot see it 
well.” Later, his imagination talent is used to “reconstruct” the interior of the same Mayan 
pyramid in order to present the player with a set of challenges, most of them action based. 
Unlike the use of imagination in Sherlock Holmes: Crimes and Punishments, the use of 
imagination in this case has no basis in tangible evidence. Imagination without basis in 
logical thinking and empirical evidence goes against the principles of Holmes’ belief, and 
since the reasoning for Sherlock’s imagination in Sherlock Holmes: The Devil’s Daughter is 
not accounted for with clear basis, it is no longer used “scientifically.” This change results in 
the fans feeling a disconnect with the character in the adaptation, as they struggle to draw a 
connection between Holmes, who bases his conclusion strictly on cold facts, and this iteration 
of Sherlock, which prioritizes action over mind. 
4.6. SHERLOCK’S MIND PALACE: GATHERING EVIDENCE, AND 
THOUGHT PROCESS 
Throughout the Sherlock Holmes stories, the readers do not know the solution to the case 
until the very end. As they follow Holmes through Watson’s eyes, they are not likely to 
realize Holmes’ deductive process by themselves. At the end of each short story or novel, 
Holmes reveals the entire progression of the case with a lengthy and detailed explanation to 
Watson, which also serves as an explanation for the reader.  
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Such a formula would not make for an interesting game, as video games are an interactive 
medium by nature and require the player’s involvement. Unlike in the short stories and 
novels, the cases are structured so the player is greatly involved in the process of gathering 
evidence and connecting the dots. Each time a piece of evidence is discovered, an icon 
notifies the player that they have discovered evidence crucial to the resolution of the case. 
Once the player discovers enough pieces of evidence, they can start putting those pieces 
together through a special section which can be activated at will, referred to as “deduction 
space” in the games and referred to in the books by Holmes as “brain attic.” 
The pieces of evidence can be connected into pairs. Each pair will result in a logical 
conclusion visually represented by a neuron and deductive reasoning leading to the next 
conclusion, represented by synapses. Some pieces of evidence may have more than one 
logical conclusion, with two conclusions contradicting one another. In Peter Carey’s case 
adapted in Sherlock Holmes: Crimes and Punishments, for example, the player can decide 
that the use of a harpoon for murder could either be “a feat of strength” or “a lucky throw.” 
While the first conclusion completely eliminates John Hopley Nelligan as the culprit, the 
second conclusion still leaves the possibility open. The set of contradicting conclusions then 
prompts the player to make a choice between them based on the evidence gathered. The 
conclusions are then connected into a single final conclusion, which reveals the culprit. 
Instead of simply explaining the deduction process, the game brings the player into 
Sherlock’s position and actively involves them in the same deductive process which they are 
only a passive witness to when reading the stories. This involvement is done through 
decision-making on the player’s part, as they base their decisions on what they discovered 
throughout the progression of the case. As discussed in the next section, the conclusions are 
many and may affect the ending of the story. The solution of the case is represented by a 
larger, illuminated neuron. 
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Figure 13: Deduction space – The Fate of Black Peter 
 
Source: Sherlock Holmes: Crimes and Punishments 
The deduction space serves the same intention and keeps the same design in both, Sherlock 
Holmes: Crimes and Punishments and Sherlock Holmes: The Devil’s Daughter, meaning that 
both titles represent Sherlock’s deduction process equally well.  
4.7. RESOLUTION AND MORAL CHOICE: TO ABSOLVE OR TO 
CONDEMN? 
In a few Sherlock Holmes stories, the readers can see Holmes take pity on the criminal. As he 
is not involved with the police force, he is not obliged to reveal the criminal. One such case 
was the story “The Blue Carbuncle.” In this particular case, Peterson attempts to prevent an 
attack on an unknown man, who at the sight of him drops the goose he was carrying and runs 
away. Since Peterson could not find the owner, he and his wife ate the goose and inside it 
discovered “the blue carbuncle,” a precious stone which was recently stolen from the 
Countess of Morcar. The plumber Henry Baker, who came to the Countess to solder the 
metal grate, is the main suspect, but upon arrest he did not have the precious stone on him. 
Holmes realizes that the true culprit is James Ryder, the hotel attendant. Upon being 
discovered, James Ryder explains the past events of the case – after stealing the gem he 
visited his sister Maggie at a goose farm. James Ryder had hidden the precious stone he stole 
by shoving it into a goose’s throat, but since the goose struggled and escaped, it ended up 
blending in with the rest of the geese at the farm. Since his sister promised him that he could 
take any goose he liked, he attempts to find the one that had escaped from him, but mistakes 
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it for a different, similar looking goose. Instead, the goose with the precious stone ended up 
on the market and has made its way to Henry Baker – a man who was not involved with the 
crime whatsoever, but got frightened by Peterson and ran away, dropping the goose in the 
process. He serves as a red herring in the story. During the explanation James Ryder reveals 
that it was not his intention to frame Henry Baker and he shows remorse for his actions. 
Despite finding the criminal in the case, Holmes considered his repentance to be sincere 
enough to keep his crime a secret from the police.  
Both titles in the Sherlock Holmes Adventures series follow a similar formula. The 
conclusion of the case is where the game titles differ from the book greatly. Unlike the book, 
the game allows for various conclusions to the case, which the player is committed to once 
they confirm their choice. The save file for every case is deleted once the decision is made 
and the case is concluded. The conclusion can only be changed once the entire case is 
replayed. Regardless of whether the conclusion the player arrived at was correct or not, once 
the moral choice is confirmed the conclusion will play out in the form of a cutscene, which 
for the most part cannot be controlled with the exception of a few quick time events.  
During every case, the player has the possibility to choose one of the many suspects as the 
culprit. The cutscene which plays out at the end will differ depending on the culprit the player 
has chosen. Similarly, with every culprit, the player has a possibility of either condemning or 
absolving them, depending on their moral choice. The moral choice similarly affects the 
conclusion of the case, as the cutscene will change depending on the player’s decision as well. 
The moral choice is not considered either correct or incorrect and will not impact the 
storyline, while the case has an intended correct conclusion.  
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Figure 14: Moral choice – The Fate of Black Peter 
 
Source: Sherlock Holmes: Crimes and Punishments 
The conclusion and the moral choice are both summed up in every case’s title card. The 
moral choice is only represented by the statistics showing the percentage of players who 
decided to absolve the culprit and who condemned the victim. The conclusion, which is 
intended to be either correct or incorrect, can be checked with the press of a space bar at the 
title card. If the player’s reasoning was correct and they have helped Sherlock discover the 
correct culprit, the conclusion is displayed in green. If their reasoning was incorrect, the 
conclusion is displayed in red. 
4.8. THE ARCHIVES: STORED KNOWLEDGE 
It is mentioned in the Sherlock Holmes short stories that Holmes kept an archive with various 
newspaper clippings, which he could consult if necessary. While his archives do not have a 
prominent role in the books, they play an important part in the game for the players. The 
archives are fairly extensive in the span of topics they cover, but the knowledge they store is 
more or less shortened to what is necessary to the case.  
The two game titles do not differ greatly in their representation of the archives and cover the 
same areas of knowledge. The archives are divided into three major sections – research, 
encyclopaedias and newspapers. Each section covers multiple areas, with newspapers 
covering a selection of articles published between 1883 and 1894, the encyclopaedias 
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covering fields such as art and architecture, economy, technology, history, medicine and 
botany, while Sherlock’s personal research covers chemistry, poisons and toxins, wounds and 
injuries, criminalistics, martial arts, and marks and symbols. Each area of expertise is further 
divided into sub-sections. 
The archives were introduced in the first case and Sherlock’s research is closely related to his 
research mentioned in the books, relating to different types of injuries, criminology and 
especially chemistry and poisons, which he is well-versed in, as described by Watson. The 
representation of the archives is visually simple – the player can access them by examining 
the bookshelves at Baker Street 221b, with each bookshelf storing a separate section. Once 
accessed, the archives can be navigated through a list and simple clicks on an arrow mark to 
switch between different topics. 
While the archives were consulted in the novels as well, it was not necessary for Conan 
Doyle to describe the collection in detail – he could merely imply the size of the archives. By 
bringing the archives into an interactive medium, the game designers had to split the 
collection into various topics and sub-sections, which allow for the player to find the 
information to compare to physical evidence easier. Furthermore, the interface needed to be 
visually designed as well, and the game designers decided on a form of a list with general 
sub-sections. Among the sub-sections we can find various small references to the interests of 
Sherlock’s novel counterpart – under the chemistry section there is a sub-section on blood 
tests. Other references can be found among the other sections, such as “Boxing, the noble art” 
and the last being “Three steps to surviving a waterfall,” which can be found under the 
martial arts section. In his return story “The Empty House” Holmes reveals to Watson the 
reason he survived his encounter with Professor Moriarty as follows:  
We tottered together upon the brink of the fall. I have some knowledge, however, of 
baritsu, or the Japanese system of wrestling, which has more than once been very 
useful to me. I slipped through his grip, and he with a horrible scream kicked madly 
for a few seconds and clawed the air with both his hands. But for all his efforts he 
could not get his balance, and over he went. (Conan Doyle, “The Empty House,” 456) 
The inclusion of this reference under the section of “martial arts” is thus a jab at Holmes’ 
reasoning for his survival as well as a nod to the readers of the source material, as it is 
impossible for someone who has only played the game to understand the reference. 
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4.9. REFERENCES: A NOD TO THE FANS 
Throughout the game design, we can notice various small references sprinkled in the 
environment or dialogue. Those additions do not have an impact on the story and most of the 
time cannot be interacted with, but at the same time still serve as a nod to the fans of the 
novels. The inclusion of such elements creates familiarity for the fans of the source material 
and establishes a connection with their previously constructed mental image of Holmes and 
Watson. Additionally, it allows the fans of the original stories to have something familiar to 
latch onto besides the characters’ names. The more small connections the adaptation manages 
to implement naturally, the more likely it is to be considered a “good” or “faithful” adaptation 
by the readers of source material. At the same time it creates autonomy for the adaptation, as 
it adds elements of showing instead of telling to the story and the characters, to make them 
compelling for those who have only played the games. Among the elements that expand on 
Sherlock’s character and connections to the source material, we can observe the following: 
 Sherlock’s eccentricity: Holmes is quite an eccentric individual. While Watson 
usually describes him as a genius, he also notes his less pleasant habits. At the 
beginning of the first case of Sherlock Holmes: Crimes and Punishments titled “The 
Fate of Black Peter,” the player originally takes the role of John rather than Sherlock. 
Upon returning home, John is startled by the gunshots being fired inside their 
apartment. The player must then control John while repeatedly taking cover behind 
various pieces of furniture before stopping Sherlock, who, as it turns out, was trying 
to shoot at a collection of vases to see how many he could hit blindfolded. 
 The mounted swords: One of Holmes’ many abilities Watson lists in his list of 
Holmes’ knowledge is sword fighting. When designing 221b Baker Street living room, 
the game designers kept this in mind and included a set of swords mounted on the 
wall. 
 The dancing men: While “The Dancing Men” was not a case directly adapted from 
the source material, the readers can locate the iconic set of dancing figures in Sherlock 
Holmes: The Devil’s Daughter. The string of symbols is hanging above Sherlock’s 
chemistry table, suggesting that Sherlock might be working on the case. 
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Figure 15: The Dancing Men case symbols in the background 
 
Source: Sherlock Holmes: The Devil’s Daughter 
 The beekeeper: In the last Sherlock Holmes story – “His Last Bow” – Holmes is 
revealed to have become a beekeeper after he had retired. During the videogame case 
titled “On the Rails,” Sherlock mentions that he wished to visit “a friend” who was a 
beekeeper, most likely a small reference to his desired profession later in life. 
 John’s typewriter: It is mentioned multiple times in the novels that Watson records his 
adventures with Holmes in manuscripts and later puts them into the form of 
romanticized stories we know today. One of the items added to his bedrooms is a 
typewriter sitting on his desk. 
Figure 16: John’s typewriter 
 
Source: Sherlock Holmes: Crimes and Punishments 
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 The gift: Alice De’Bouvier and Kathlyn are characters added to the game and never 
appeared in the source material. Despite that, it seems that Alice is familiar with John 
Watson’s work, as she gives a special gift to Kathlyn as they grow closer – she gifts 
her a copy of “The Adventure of the Empty House” by J.H. Watson. 
Figure 17: Alice’s Gift - The Adventure of the Empty House 
 
Source: Sherlock Holmes: The Devil’s Daughter 
 Orson Wilde: Orson Wilde, a character introduced in Sherlock Holmes: The Devil’s 
Daughter seems to be an avid fan of Sherlock Holmes himself. The game designers 
have included him practicing the lines spoken by Holmes in the novels, including 
“You see, but you do not observe. The distinction is clear” (Conan Doyle, “A Scandal 
in Bohemia”, 146), “There is nothing more deceptive than an obvious fact” (“The 
Boscombe Valley Mystery”, 187), “I am the last and highest court of appeal in 
detection” (The Sign of the Four – The Science of Deduction, 76), and even the 
famous quote “The game is afoot. Not a word! Into your clothes and come!” (“The 
Abbey Grange”, 602). 
 Toby: Toby, a dog Holmes borrowed in the novel The Sign of the Four makes an 
appearance in the game as well. Toby is described by Holmes as a “queer mongrel 
with a most amazing power of scent” (The Sign of the Four, 100). Later, the same dog 
is described in appearance as “an ugly, long-haired, lop-eared creature, half spaniel 
and half lurcher, brown-and white in colour, with a very clumsy waddling gait” (The 
Sign of the Four, 102). While Toby does not match perfectly with the description – 
his fur is not long and is black as well as brown and white in colour, his good sense of 
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smell is demonstrated in both – Sherlock Holmes: Crimes and Punishments as well as 
Sherlock Holmes: The Devil’s Daughter. Toby’s inclusion in the games is also 
practical – during short segments, Toby can be controlled by the player in order to 
follow the scent, which is represented visually by green streaks, showing the trail of 
the scent. Unlike in the stories, the dog is kept at 221b Baker Street. Sherlock Holmes: 
Crimes and Punishments also includes a side achievement for the game called “Dog-
fancier,” which can be completed by interacting with Toby during each case.  
Figure 17: Toby 
 
Source: Sherlock Holmes: The Devil’s Daughter 
 Knowledge of tobacco types: One of Holmes’ many talents is his knowledge of 
different tobacco types. In A Study in Scarlet he mentions that he had at some point 
written a monograph on different types of tobacco and how to distinguish them from 
one another. The game references that with a special type of minigame, which 
prompts the player to rearrange Sherlock’s mental image to form a picture, 
representing a specific type of tobacco. Once the task is completed, Sherlock is able to 
recognize the type and, in some cases, even the brand of tobacco. 
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Figure 18: Recognizing a type of tobacco 
 
Source: Sherlock Holmes: Crimes and Punishments 
The addition of such references is not necessary to the game and does not impact the story at 
all. Their addition is mostly used to connect the Adventures of Sherlock Holmes game series 
with the Sherlock Holmes literary canon. Even though “The Dancing Men” was never 
directly adapted as a part of the game it is safe to assume that the events of the cases are 
taking place after “The Dancing Man” took its place in the canon, as Sherlock would not 
have had the knowledge of the symbols otherwise. The additions of the references to Holmes’ 
character and his less distinctive abilities (such as knowledge of tobacco types or references 
to swordplay) make Sherlock’s game counterpart seem more closely connected to the image 
of Holmes as portrayed by Conan Doyle in his works. The allusion to Watson’ 
documentation of their adventures keeps the game true to the canonical interpretation as well. 
The same could be said about the addition of the secondary characters like Toby. As Holmes 
has used Toby in the investigation in The Sign of the Four, the game designers implemented 
Toby in a similar manner – using him to follow the scent. The additional details, which are 
alluded to by the game designers, keep the game universe and Conan Doyle’s work closely 
connected.  
5. PUTTING IT ALL TOGETHER: DIRECT ADAPTATION OF 
THE STORIES 
Many cases previously mentioned in the thesis (e.g. “Kew Gardens,” “On the Rails,” “Prey 
Tell,” “Study in Green”) are not directly adapted from the Sherlock Holmes stories but have a 
similar structure. Sherlock is normally visited by a client and presented with a case, which he 
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then decides to undertake. The investigation stage follows with the famous detective 
gathering clues, visiting the crime scene, questioning and interrogating the witnesses and 
finally forming a conclusion. By following the structure similar to that of the short stories and 
novels even the cases that are not originally a part of the original stories seem like they could 
fit into the same universe. 
The presentation of narrative in Sherlock Holmes video games is interactive. The interaction 
is implemented through participatory mode on discourse-level participation. The players can 
determine the order in which the narrative is presented and to some extent can determine an 
ending to the story. In comparison to the previously mentioned genre of role-playing games 
(RPGs), it is highly likely for two different players to reach the same conclusion and thus 
play through the same “storyline.” The impact on the evolution of the fictional world is 
minimal (story-level participation), as the player can still impact the ending and thus how the 
story will play out. The narrative in a video game, unlike when we read a book, can also be 
completely halted or delayed, depending on the player’s ability to connect the dots. In cases 
where they are unable to find the solution to the puzzle, the continuation of the story will not 
be revealed to them, whereas reading a book does not present such obstacles. An individual 
reader will read more or less consistently at the same speed, and the story will be revealed to 
them. As mentioned by Marie-Laure Ryan, the narrative is pushed forward through the 
implementation of puzzles and tasks, which will unlock a new segment of the story once 
completed. Many players face the issue of feeling stuck on a puzzle, which prevents them 
from finding out the continuation of the narrative. This feeling of being stuck can either break 
or improve immersion, as the players either search for the solution of the puzzle or task 
online (breaking the immersion) or persist until they find the solution themselves, considering 
the character as the one having to think of the solution (better immersion). The approach to 
puzzle-solving depends on the player’s personality. The fact that many cases in the games are 
not adapted from the novels and short stories allows even the players who have read the book 
to enjoy the game and remain “spoiler-free” when it comes to the puzzles and finding out the 
solution. 
Not all cases included in the game are original, however. Sherlock Holmes: Crimes and 
Punishments adapted two short stories from the Sherlock Holmes canon (“Black Peter” and 
“The Abbey Grange”), while Sherlock Holmes: The Devil’s Daughter adapted one short story 
(“A Case of Identity”). Sherlock Holmes: Crimes and Punishments devoted the two stories a 
full case. On the other hand, it seems that Sherlock Holmes: The Devil’s Daughter attempts to 
 54  
 
distance itself from the Sherlock Holmes canon, as the short story was only included as a part 
of a different original case (“Infamy”). The inclusion of the case as a sub-case rather than a 
stand-alone case shows that the game development team focused less on the adaptation and 
attempted to tell their own story without relying as much on the source material. 
Looking at the two examples in detail, I will discuss how the two stories are adapted and why 
the changes were made. In adaptation it is common to leave out the less important parts of the 
story, such as unnecessary dialogue or secondary characters. In some of the adapted cases, we 
can also notice added elements, which is the case in Sherlock Holmes: Crimes and 
Punishments’ case “The Fate of Black Peter.” 
5.1. THE FATE OF BLACK PETER 
“Black Peter” is a short story slightly differing from the others in the Sherlock Holmes canon 
by the fact that the reader is introduced to the case halfway in and does not follow it from the 
very beginning as the case develops. At the beginning of the short story, Watson describes 
Holmes’ activities as well as his observations that Holmes practices his art of deduction not 
for profit but for the sake of the thrill as he rarely takes any reward and often takes on the 
cases of the poor. He briefly mentions that many rough-looking men have been inquiring 
about Captain Basil, while Holmes has been absent often. The first instance of Watson being 
included in the investigation is upon Holmes walking into their lodgings with a harpoon. 
Holmes and one of the police inspectors – Stanley Hopkins – then explain the circumstances 
and the details of the case so far to Watson. 
The biggest difference between the adaptation to the interactive media can be noted in the 
progression of the story itself. The short story can use retrospective mode of narrative as 
suggested by Marie-Laure Ryan. The retrospective mode is not typical of interactive media 
such as videogames, however. While videogames can and often do present the events 
happening in the past (retrospective mode) they do so only through the sequences during 
which the player has no input or control over the characters – cutscenes. The interactive 
format of the story relies more on simultaneous mode – presenting events as they happen. As 
the event which starts the case in the short story is presented around halfway into the case in 
the game, much of the case would have been lost. Instead, the game developers had to look 
for the deductive processes, which could be transformed into interactive form. The events 
that were transformed in order to give the player control over the progression of the case 
were: 
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 Visiting and investigating Woodman’s Lee 
 Meeting and questioning Mrs Carey regarding the circumstances of the murder 
 Forming Mrs Carey’s profile 
 Investigating the crime scene – Peter Carey’s cabin 
 Discovering a seal-skin wallet with initial P. C. and a notebook with initials J.H.N. 
 Setting up an ambush for the perpetrator 
The option to perform an experiment in order to see whether an untrained man could impale a 
body with a harpoon and pin it to the wall is made possible only once all of the above steps 
are completed and John Hopley Neligan is arrested on suspicion of murder. At this point, the 
case can progress.  
The other noteworthy difference is the inclusion of another suspect – gardener Liam Hurtley. 
The character of the gardener has never been introduced in the short story canon. It is likely, 
however, that he was added to the game in order to add another branching conclusion to the 
storyline. The introduction of another character ups the difficulty of the case as the player has 
another suspect to consider and is thus less likely to reach the correct conclusion. Meanwhile, 
some of the less important characters from the short story, such as Peter Carey’s daughter, 
were excluded from the game, most likely to not confuse the player. Such changes were most 
likely made to keep the progression clear by keeping only the clues important to the case as 
organized as possible while also making the case somewhat fresh for those fans familiar with 
the case. Similarly, Inspector Hopkins has been replaced by Inspector Lestrade, most likely to 
keep the more well-known characters from the canon. 
The progression of the narrative relies more on narration in the short story while the video 
game pushes the player to investigate and discover the setting rather than being told about the 
circumstances of the crime. The role of Inspector Hopkins is prominent in the first part of the 
short story, as he is meant to give a detailed description of the crime scene to Holmes and 
Watson. Through informing them of the details, he also informs the reader. In comparison, 
the role given to Inspector Lestrade is a lot less prominent – he appears briefly at the start of 
the case and later meets Sherlock and John at Woodman’s Lee. In some cases, Lestrade is 
also a means to progress the story in the game. In the novels we see Sherlock interact with 
many different representatives of the police force in order to show the inefficiency of the 
police force at the time. The only noteworthy police officer to appear in the games is 
Inspector Lestrade – the game drops the idea of inefficient police force and rather focuses on 
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the aspect of Holmes working with the support of the police force, while still surpassing them 
in his intellect. 
The narration is not as important in the video game as it is in the short story. The main reason 
for Inspector Hopkins’ lengthy and detailed description of the crime scene is the fact that the 
reader needs to paint a clear and detailed picture of the crime scene in their head. In 
comparison, the game greatly relies on visual elements, which instead of describing the 
imagery offer a setting for the player to discover those details while moving in a virtual space. 
The only details about the victim and the murder discussed by Inspector Lestrade in the game 
were the following pieces of information: 
 Peter Carey’s date of birth, age and profession 
 Peter Carey’s investment into the property – Woodman’s Lee, located near Forest 
Row in Sussex 
 The time frame of the murder (while it takes longer for Holmes to get involved in the 
book, the videogame involves Sherlock only a day after the murder). 
There are two major points of interests during the investigation of Woodman’s Lee – the first 
being the questioning of the witness Mrs Carey and the second being the investigation of 
Peter Carey’s cabin and the body itself. While the conversation with Mrs Carey is brief in the 
short story, the conversation with her reveals much more information about herself and Peter 
Carey through questioning in the video game. Through this conversation, during which the 
player inputs the questions and Mrs Carey responds, the player finds out about Peter Carey’s 
temper and drinking habits as well as events before and during the time of the murder. Those 
details were given by Inspector Hopkins in the book. 
The interactive aspect of the video game is the clearest during the investigation of the crime 
scene. In his description, Inspector Hopkins includes many details and clues found at the 
crime scene. 
 Description of the interior: bunk bed, a chest, maps, charts, log books on the shelf and 
the picture of Peter Carey’s ship – the Sea Unicorn. While none of the elements 
present a clue towards the progression of the case, the cabin in the video game is 
designed to fit the description almost perfectly. 
 The harpoon used to commit the crime: Inspector Hopkins describes the harpoon used 
to murder Peter Carey as well as the way he was murdered. His body was pinned to 
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the wall. He also explains that a harpoon was missing from a stand made to hold 
three; therefore, the murder was committed in the heat of the moment rather than 
premeditated. The harpoon stand with the missing harpoon is included in the visual 
design of the structure and instead of being told about the clue, it is up to the player to 
examine the stand for Sherlock to note that a harpoon is missing. This action 
combined with the arrest of John Hopley Neligan after the ambush then prompts 
Sherlock’s experiment with a harpoon and a pig carcass.  
 The victim was not attacked by the murderer in his sleep: The supposition is once 
again given by Inspector Hopkins in the short story. The video game makes use of the 
two reasons given by the inspector – the fact that Peter Carey was dressed and the two 
dirty glasses on the desk, which suggests that the victim and the murderer shared a 
drink the night before. The player has to look around the cabin and discover the two 
dirty glasses and a bottle of rum on the desk as well as investigate Peter Carey’s body 
for Sherlock to reveal that conclusion. 
 The tobacco pouch: The tobacco pouch and the fact that it bears the initials P.C. is 
once again revealed in the form of description and narration by Inspector Hopkins. 
Since the tobacco pouch is one of the main clues of the case, the video game 
designers included it as well. The video game once again makes it the player’s task to 
discover the details about the tobacco pouch, as it allows them to rotate and examine 
the item from all sides in a virtual space.  
 John Hopley Neligan’s notebook: like all the elements mentioned so far, John Hopley 
Neligan’s notebook was mentioned and described by the inspector. It is also important 
to note the initials written inside the notebook. Upon the inspector mentioning the 
initials C.P.R., Holmes immediately knew that they were referring to Canadian 
Pacific Railway. However, within the video game, this knowledge does not come to 
Sherlock naturally. Here we can see an instance of bringing the character of a genius 
closer to the average audience – instead of having stored the information in his “brain 
attic,” Sherlock prompts the player to look for the meaning of the initials in his 
archives. 
From the descriptions above we can note that elements, given to the reader in descriptive 
form in the original medium, are now transferred into a part of the virtual environment, as 
described by Marie-Laure Ryan. Two examples of description being omitted and transferred 
into visual design fully are descriptions of the crime scene and the state of the body. The 
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clues necessary for understanding the case and drawing conclusions are no longer listed by a 
character but are discovered by the player as they move Sherlock through the established 
virtual environment, which can be limited to a smaller area (Woodman’s Lee). All the major 
clues have been included in the reproduction of the area and it seems small details were paid 
attention to as well (old logbooks, maps, chest and a harpoon stand). With the help of the 
detailed description given by Inspector Hopkins, the game design team was able to create an 
environment which almost perfectly matches the image of the crime scene in the short story. 
In the mystery genre, details and clues are very important, and especially when it comes to 
adaptation, leaving a major clue out could result in confusing the player. 
Figure 19: Peter Carey’s cabin - details 
 
Source: Sherlock Holmes: Crimes and Punishments 
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Figure 20:  Peter Carey’s body 
 
Source: Sherlock Holmes: Crimes and Punishments 
The investigation in the short story is moved to the setting of Woodman’s Lee only after 
Inspector Hopkins’ report, while investigation in video game has been taking place there 
from the start. This means that the following clues have been presented out of order with the 
intention of keeping the investigation in simultaneous narrative mode: 
 Damaged keyhole – someone has attempted to break into the cabin. The clue is 
presented before Sherlock starts the investigation of the crime scene. 
 An outline in the dust suggests a box or a book missing from the shelf – the clue is 
presented together with other clues during the investigation of the cabin, rather than 
an additional clue provided for the police by Holmes. 
At this point, clues had to be added to fit the character of Liam Hurtley into the storyline. In 
order to make him a convincing suspect for the player, the game designers had to add a 
motive – in his case the motive was an affair with Mrs Carey. Clues pointing to him that were 
added to the storyline were a pair of his boots and footprints to compare the size of the boots 
to, as well as a wooden box containing his romantic correspondence with Mrs Carey. The 
clue which points Sherlock towards discovering the letters is a letter Liam Hurtley has on his 
person at the time of his arrest, but since ink has been spilled over the letter the excess ink has 
to be removed. At this point the game designers make another reference to Holmes’ 
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extraordinary knowledge of chemicals, prompting the player to create a chemical that would 
remove the excess ink through another minigame. 
The reason for the addition of Liam Hurtley into the storyline most likely serves as a red 
herring for the player. Since Liam Hurtley is a grown man, his physical strength makes up for 
John Hopley Neligan’s weakness, which is a decisive factor in Holmes’ deduction in the 
book. The addition of another character opens the possibility of the two characters 
cooperating, which counters Holmes’ deduction in the source material. Because the 
observation that John Hopley Neligan is not strong enough to throw the harpoon is now 
insufficient proof, the player has to find the owner of the seal-skin pouch and prove their 
involvement. 
The true or correct resolution to the case remains similar as it is in the book as well. The true 
culprit is Patrick Cairns, who was a harpooner on Peter Carey’s ship. Holmes in the book 
explains that his conclusions were based on the setup of the scene – rum, which was left on 
the desk, is a typical sailor’s drink. Additionally, a seal-skin tobacco pouch with initials P.C. 
and coarse tobacco also points towards a sailor. Upon finding out the names of sailors who 
had joined Peter Carey on the Sea Unicorn, he discovered Patrick Cairns. Since the clues 
match, he concludes that Patrick Cairns is the culprit. 
The video game has to transform this explanation, which is provided by Holmes and is once 
again retrospective into an interactive event. Here, the game makes use of the BSI (Baker 
Street Irregulars) and Wiggins brings Sherlock a list of sailors, who frequent the Sea Witch 
pub. Among them is Patrick Cairns, who seems to be the most likely suspect and was in town 
at the time of the murder. Meanwhile, the fact that Holmes has been posing as “Captain 
Basil” to reveal the culprit was revealed earlier in the storyline than in the video game. 
The player switches out Sherlock’s regular outfit for a sailor outfit, in order to disguise 
Sherlock and allow him to blend in. After a short action-sequence, which requires winning 
against Patrick Cairns in an arm-wrestling match, Patrick Cairns reveals his connection to 
Peter Carey and Peter Carey’s true nature. To confirm that the tobacco pouch really belongs 
to Patrick Cairns, the player has to plant the tobacco pouch into Patrick Cairns’ pocket and 
then ask him for some tobacco. Patrick Cairns reveals that he had lost his pouch but is then 
surprised to find it in his pocket. The planting of the pouch and discussion with Patrick 
Cairns inside the tavern never takes place in the source material but is a way for the player to 
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confirm Cairns’ involvement. The fact that the pouch was his and not Peter Carey’s proves 
that he was at the very least present at the crime scene. 
Based on the evidence provided so far, the player has to decide for themselves who the true 
perpetrator is. The evidence does not point clearly towards either suspect, as there are 
multiple outcomes possible. Each individual suspect could have acted alone, but another 
possibility that is presented is that John Hopley Neligan could have cooperated with Liam 
Hurtley in order to retrieve his father’s bond certificates. The addition of a character in this 
case diverts the player’s attention away from Patrick Cairns and at the same time makes up 
for one of the cons as to why John Hopley Neligan could not have killed Peter Carey. By 
adding another stronger person, John Hopley Neligan’s weakness holds less weight than it 
does in the book.  
As evident from the comparison of the book and game events we can see a prominent shift 
from descriptive nature of the book to visual and interactive nature of the video game. Where 
retrospective mode of narrative is often used in the book, the game has to employ 
simultaneous mode, since the events play out when the player triggers the proper sequence or 
solves a puzzle to progress. We can notice the removal of minor characters, while additional 
major characters and false leads are presented in order to divert the attention from the true 
culprit. Additionally, events had to be added into the storyline to explain how Sherlock came 
to the conclusion that Patrick Cairns was in fact guilty. The adaptation also completely 
changes Watson’s involvement in the case as well as the starting point, as major events 
important to the conclusion would be lost, if the game had not presented them in 
simultaneous mode. 
5.2. A CASE OF IDENTITY 
Similarly to Sherlock Holmes: Crimes and Punishments, Sherlock Holmes: The Devil’s 
Daughter also attempts to adapt one of the shorter cases – “A Case of Identity.” 
We can see from the start that the visual design of Mary Sutherland’s character is less faithful 
to her description in the book. While her clothes still hint at the fact that she is wealthy, they 
are not as extravagant as the description given by Watson in the short story. 
Looking over his shoulder, I saw that on the pavement opposite there stood a large 
woman with a heavy fur boa round her neck, and a large curling red feather in a 
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broad-brimmed hat which was tilted in a coquettish Duchess of Devonshire fashion 
over her ear.” (Conan Doyle, “A Case of Identity”, 175) 
Her hat and red feather have been completely removed, and instead a brooch was added to 
her design to hint at her wealth. Her character portrait includes a few elements faithful to 
Holmes’ observations. The player can therefore notice the dint in her nose, which hints at her 
habit of wearing glasses. She wears a ring, which allows Sherlock to conclude that she is 
engaged, and her shoes are mismatched, implying that she did not notice them as she was in a 
hurry. Visual elements are once again more prominent than verbal elements, as Holmes 
explains the details to Watson in the short story after Mrs Sutherland’s departure, while the 
player has to notice the details as the events unravel, meaning that once again the events are 
transferred from retrospective to simultaneous mode. 
Figure 21: Mary Sutherland 
 
Source: Sherlock Holmes: The Devil’s Daughter 
 The main information about Mr Hosmer Angel and Mary Sutherland’s relationship 
with her stepfather, Mr Windibank, remains the same. The main details are given 
through discussion with Mrs Sutherland in a similar fashion as it is in the short story –
through dialogue. The player prompts Sherlock to asks questions and Mary 
Sutherland responds, explaining the circumstances: 
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 She calls her stepfather “father,” but the age difference between them is small. She 
also reveals that she was not pleased when her mother remarried, especially to a man 
so much younger than her. 
 She reveals that she had met Mr Angel Hosmer at a Gasfitters’ ball, which her father 
did not want her to attend. 
 Since her father has to go to France, she goes to the ball anyway, meets Angel 
Hosmer and starts meeting him regularly. Mr Hosmer only met her when her father 
was away and took another business trip to France.  
 She does not know Mr Angel’s address and instead addresses her letters to him to 
Leadenhall Street Post Office. 
 She has her own income given to her by her uncle, as she does not wish to be a burden 
on her family. Her family has access to a part of her income.  
While the description of Mr Angel is given by Mary Sutherland in the book, she only 
explains that he is very shy, as he would only walk with her in the evenings. His detailed 
description and properties, which Holmes believes to be a part of a disguise in the short story, 
are given to the player through a missing persons advertisement in the paper, submitted by 
Mary Sutherland. 
Just like in the short story, Mary Sutherland produces a letter from Mr Angel. After 
examining it, Sherlock notices that the signature is typed with a typewriter but cannot see 
anything distinct about the ink. When he focuses on the details, he notices that some letters 
have particular defects. 
At this point, the case is shortened and the player never faces Mr Windibank, who in the short 
story disguises himself as Mr Angel and disappears on the wedding day in order to leave a 
lasting impression on his stepdaughter, Mary Sutherland, and prevent her from finding a new 
suitor anytime soon. Holmes mentions in the short story that he had written to the bank and 
inquired about an appearance of a man who works there. In the letter, he has excluded all the 
details that could be the result of a disguise, such as tinted glasses, a moustache and his 
peculiar voice. The company’s response then corroborated Holmes’ idea, namely, that Mr 
Angel was in fact Mr Windibank and that the description matched that of Mr Windibank. 
Since writing a letter to the post office would not make for an interesting interactive 
minigame, it was most likely omitted from the case. The game design could, however, rely on 
one of its other strengths – the visual aspect. Instead of focusing on the description alone, 
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Mary Sutherland could provide a visual image of Mr Hosmer, such as a photograph. The 
player could create a temporary character portrait and upon meeting Mr Windibank compare 
the similarities between the two in order to confirm that Mr Windibank is in fact Mr Angel. 
The adaptation in this case would be altered but would allow for the final confrontation with 
Mrs Sutherland’s stepfather. 
The focus is shifted to the letter with defects in specific letters. Instead of receiving a letter 
from Mr Windibank, the process of writing a letter is omitted here as well, as Mary 
Sutherland provides a letter from her father. Furthermore, the evidence seems more 
coincidental in this case, as Mary Sutherland provides a single letter from Mr Angel instead 
of four, and therefore it cannot be proven that all the letters written by him have the same 
letter defects. While the main clue – the typewriter defect – was involved in the case, the 
conclusion is drawn by Sherlock quite quickly in the videogame, without any additional 
evidence that Mr Windibank works at the same office as “Mr Angel.” The confrontation, 
which is an important part of the original short story, is not included as a part of the case, 
most likely because the case is considered a secondary story rather than the main story. In its 
second part, the case focuses on finding the man who made an attempt on Sherlock’s life by 
throwing a wired bomb (a bomb wired to the timer) through the window of 221b Baker Street. 
The main story is not an adaptation of a case from the original stories, and it seems that 
giving a tangible conclusion to Mary Sutherland’s case would split up the general structure 
and flow of the storyline. “A Case of Identity” is seemingly included with the intention to 
establish another connection with the canon, but seems to be implemented poorly as there is 
no consideration of the importance of the events in one of the few short stories where we can 
see Holmes display his feelings towards women – he rarely admires women for their intellect, 
but seems to believe that a man deceiving a woman is one of the worst moral crimes, despite 
not being a legal crime. His opinion on a deceptive man is portrayed in his confrontation with 
Mr Hosmer Angel as he exclaims: “The law cannot, as you say, touch you, yet there never 
was a man who deserved punishment more. If the young lady has a brother or a friend, he 
ought to lay a whip across your shoulders. By Jove!”  (Conan Doyle, “A Case of Identity” 
183) 
Holmes’ demeanour is usually calm and collected. In this quotation, however, we can see a 
strong reaction to Mr Hosmer’s behaviour. Holmes has dealt with many criminals and despite 
the fact that some of them have committed true crimes, he deems them worthy of absolution. 
His reaction in “A Case of Identity” is the exact opposite – Mr Hosmer has not committed a 
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legal crime, and yet Holmes believes that his immoral actions are not to be forgiven. Through 
his response, he shows that while he does not usually respect women for their intellect he 
respects them in general. 
6. CONCLUSION: THE GOOD AND THE BAD 
This thesis set out to compare the original Sherlock Holmes stories with a medium which is 
very different from traditional storytelling: video game adaptation. It also aimed to determine 
the form various aspects of deduction take in the adaptation. Furthermore, the thesis 
discussed how well the elements were implemented, comparing the more successful 
implementation of deduction with the less successful one.  
While narrative may remain the same across different media, it can be realized differently as 
the medium changes. Some may rely more on visual and auditory elements, such as movies 
and video games. Most traditional written works convey the same visual imagery through our 
inner eye, while relying exclusively on verbal elements. As described in the theoretical part, 
we can see a typical shift from the verbal to visual element – the descriptions are fully 
omitted and replaced by the visual reconstruction of the virtual environment. Another typical 
change is the shift from retrospective to simultaneous narrative mode, and the use of 
participatory mode instead of receptive mode. Literary works often rely on verbal description, 
on narrative taking place in the past and on the reader’s inability to affect the plot. In contrast, 
video games rely on elements such as visual images, simultaneous progression of narrative 
and most importantly the player’s ability to control the narrative, at least to some extent. The 
new digital age allows all the elements of storytelling to come together and allows the 
consumer not only to enjoy the product passively but to be involved in the creation of 
narrative. This does not make the Sherlock Holmes stories obsolete, however. While a major 
strength of the video game medium is to make the player feel involved in the events, one of 
the key advantages of the written work when it comes to the mystery genre is surprising the 
reader with the revelation. Since the player is greatly involved in drawing conclusions 
throughout the deductive process, the moment of revelation never takes place the way it does 
with Holmes’ explanation. The lack of conclusion can take away from the way we see his 
game counterpart – Holmes’ conclusions in comparison seem a lot more impressive than the 
conclusions the players themselves could draw. 
The character of Holmes in the short stories and novels seems far removed from the average 
human – this is the reason Conan Doyle included Watson in his stories. Watson serves as a 
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representation of the reader, and the structure of the story is set up in a way that makes it very 
unlikely for the reader to solve the mystery in the same way Holmes does. Conan Doyle’s 
intention when he created Sherlock Holmes as a character was to give the reader the same 
clues his detective is given. But the vast majority of the readers do not see the same details or 
make the connections Holmes’ mind makes, so it is impossible for the reader to solve the 
case until Holmes’ reasoning is revealed. As such, the narrative in the novels and short stories 
greatly relies on retrospective elements, as I have discussed in the thesis. Usually, long 
paragraphs are devoted to descriptions of crime scenes and Holmes’ explanation of his 
deductive reasoning. 
Video game puts the player into the position of the one controlling Sherlock. The explanation 
of the deduction becomes redundant, as the player has to be the one to lead the process of 
deductive reasoning. Long and detailed descriptions of crime scenes and involved characters 
are no longer necessary either, as they are replaced by the visual element. Since new and 
modern graphics can convey details well, the adaptation and production of mystery and 
whodunit genre has become easier in recent years. The video game industry has come a long 
way since its early works, which consisted of two-dimensional shapes.  
The involvement of the player in the deductive reasoning also means that the player must be 
alerted to the details they might otherwise miss. The way Sherlock’s observation skills are 
presented in the game is mostly through video game mechanics, which are generally visual in 
nature (different colouring or outline to make the clues stand out in their environment). The 
abilities are presented clearly and lead the player through the progression of the cases 
smoothly for the most part. Game developers also kept in mind the importance of various 
skills Holmes uses in his work throughout the novels, including the importance of 
imagination, attention to details in hands, faces and clothing, chemistry skills, the ability to 
disguise himself and even less commonly mentioned ones, such as his ability to recognize 
different types of tobacco. By including all of those elements and abilities, they came as close 
as possible to the canon character of Sherlock Holmes, while also allowing a different person 
– the player – to take control of him and make decisions on his behalf. 
The references added into the game are not always necessarily obvious, and the game 
remains enjoyable even to the players who are interested in the mystery genre but have never 
read Conan Doyle’s novels and short stories. While the references may evoke a reaction from 
Sherlock Holmes fans, they are in no way intrusive or necessary for the understanding of the 
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storyline as a whole. By including the references, the game creators place the games into the 
Sherlock Holmes canon, which is a way to please avid fans of the series. 
While the stories are adapted mostly faithfully in both titles, Sherlock Holmes: The Devil’s 
Daughter and Sherlock Holmes: Crimes and Punishments, it seems that Holmes’ character 
was the element of adaptation which has undergone the most changes. While there might be 
some action elements in the Sherlock Holmes novels and short stories, normally the action 
involves chasing after the suspect. We never really see Holmes climb the rooftops and run 
through forests in the fashion of an action hero. The addition of Professor Moriarty’s 
daughter Kathlyn seems to be merely another way to connect the events of the game to 
another famous name in the franchise. The action elements and Sherlock’s behaviour in the 
second title do not always come across well, while the addition of some parts of the cases, 
such as land bowls tournament, seems off. This is because the balance between action 
elements and mystery elements seems to lean heavily in favour of action elements and while 
mystery elements are still present, they seem to have taken a backseat. Additionally, there 
seems to be a disconnect between action sequences and investigation sequences, as they do 
not flow seamlessly into one another, but at times feel like they are parts of two different 
games. The addition of supernatural elements such as Alice De’Bouvier’s spirit medium 
abilities and the inclusion of séances – which are treated as fact – is not in line with Conan 
Doyle’s stories, which explain the supernatural away with logic, rather than truly 
implementing it. It seems that the game developers attempted to take the franchise down a 
different path in hopes of bringing it closer to the popularity of AAA (blockbuster) franchises. 
At the same time, the latter of the two instalments – Sherlock Holmes: The Devil’s Daughter 
seems to have lost sight of what Conan Doyle’s Holmes stresses in the novels and short 
stories – the importance of the mind. While puzzles are still present in order to progress the 
narrative, the majority of the elements involving the player are based on quick reaction time, 
left and right-hand coordination and ability to remain unnoticed rather than deductive 
thinking. The adaptation of “A Case of Identity” remains faithful to the original story, but the 
ideas Holmes represents throughout the game do not remain faithful to the character. 
Sherlock Holmes’ main trait in the books is his rationality. While Sherlock Holmes in Conan 
Doyle’s work loathes the supernatural and explains it away with a rational explanation, the 
supernatural elements, such as Alice De’Bouvier’s abilities as a spirit medium suddenly 
appear as the driving force of the storyline. Similarly, the character of Sherlock Holmes, 
while seemingly rational in some cases, is often driven by emotion – commonly he expresses 
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anger and jealousy over his adopted daughter spending time with Alice, since he is distrustful 
of Alice. 
While adaptation is not necessarily strict in the representation of the character, it is important 
that the character remains recognizable in some of their core characteristics. With Sherlock’s 
deductive abilities pushed to the background in Sherlock Holmes: The Devil’s Daughter, 
Sherlock’s character portrayed in that title is less recognizable and could be replaced by a 
different detective without much impact. 
Adapting an existing work is difficult, especially since the audience that adaptations aims to 
attract are fans of the existing material. To gain the support of the fans, game designers have 
to pay attention to various details about the source material. It is not enough to simply 
reproduce the storyline as faithfully as possible; it is also important to consider the world 
surrounding the character as well as the character’s personality and abilities. Proper 
implementation of both is especially important when it comes to shifting the media from a 
passive to an interactive experience. Sherlock’s abilities come across as proper deduction in 
the case of Sherlock Holmes: Crimes and Punishments, but the same abilities can be 
implemented less effectively if they are not used in a manner that aligns with the source 
material. When these abilities surpass the original use, they can come across as superhuman. 
In other words, the way Sherlock’s abilities are presented in Sherlock Holmes: The Devil’s 
Daughter no longer falls in line with one of Holmes’ core philosophies – empirical evidence 
over supernatural explanation. Another important aspect is visual representation of Holmes’ 
abilities in a way that makes the abilities interactive – how will the player be able to see the 
same details Sherlock sees and how will they be able to draw the same conclusion from the 
given evidence? The game designers took care to lead the player enough to be able to draw 
the conclusion by themselves, while never straying from the set narrative. At the same time, 
the game design gives the player the illusion of choice and, in that sense, interaction with the 
virtual world and other existing characters.  
When we compare the two games in the Sherlock Holmes series, we can see that in one case, 
the implementation of the same abilities was done better than in the other. The reason for this 
is most likely that the implemented abilities in Sherlock Holmes: Crimes and Punishments 
were built around the genre of mystery, while the abilities in Sherlock Holmes: The Devil’s 
Daughter focus on the action aspect of the game. By putting focus on a genre unsuitable for 
the themes of the Sherlock Holmes stories, Sherlock Holmes: The Devil’s Daughter misses an 
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important aspects of Holmes as a character – including his ideas and philosophy – and 
therefore comes across as the weaker adaptation. The main narrative points remain the same 
in both the short stories and the game, but the characters’ core personalities are not as 
prominent as they should be. Instead, the game characters cater to the market, where action 
elements are considered to be more exciting and engaging than mystery elements, but at the 
same time the product risks losing the charm the source material had for Holmes fans in the 
first place. Excluding the elements that attracted the fans, who hold the intellectual property 
dear, may result in losing a large portion of the target audience and is just poor business. 
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